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FRONTISPIECE. 


Fig.  4. 
Section  in  Outline. 


Fig.  1. 
Front  View.* 


View  of  the  Tongue  and  its  situation  relative  to  the  other  parts  of  the  mouth,  -when  in  the  flat  position  for  the 

sound  of  a  as  in  far.    (Compare  with  pp.  9,  15,  and  158.) 


FIGURE   1. 


*  1-1.  The  tongue. 

2.  The  uvula. 

3.  Back  portion  of  hard  palate. 


4—4.  Pbaryngo-palatal  arch. 
5-5.  Tonsils. 
6-6.  Soft  palate. 
7-7.  Lower  teeth. 
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PREFACE. 


Poets,  painters,  sculptors,  and  composers  have  ample  time  to  correct  and  revise,  before  exposing  their  works 
to  public  criticism;  but  for  the  singer  whose  voice  has  been  taught  in  a  school  not  based  upon  the  acknowledged 
laws  of  vocal  art,  and  thereby  suffered  injury,  the  remedy  is  diflficult,  indeed  often  impossible.  Through  such 
carelessness  or  ignorance — would  we  might  call  it  by  some  milder  title — numberless  beautiful  voices  which  should 
be  a  joy  to  their  possessor's,  already  show  signs  of  decay,  even  before  that  period  when  in  the  natural  order  of  study 
they   may   be  expected  to  have  reached  a  vigorous  growth. 

The  following  pages  seek  to  present,  therefore,  a  logical  adaptation  and  progressive  development  of  those  long 
tr>ed  principles  of  the  old  Italian  school,  which  experience — our  wisest  master  in  art— has  shown  to  be  the  only 
reliable  method  for  developing  the  beauty  and  strength  of  the  human  singing  voice.  They  are  based  upon  the 
transmitted  writings  of  the  celebrated  masters  Pierfrancesco  Tosi,  and  Giambattista  Mancini,  and  traditions  of  the 
school  of  Bernacchi  of  Bologna  ;  and  upon  several  years'  personal  observation  and  test  of  these  principles  as  applied 
in  the  best  Italian  and  other  schools  of  Europe.  With  this  have  beea  blended  such  developments  of  the  modern 
science  of  laryngoscopy  as  are  of  practical  value  to  the  student  of  vocal  art,  with  engravings  illustrating  the  tongue 
and  other  organs  of  speech  in  the  positions  necessary  to  a  distinct  articulation  and  pronunciation  of  the  vowels  and 
important  consonants,  which  can  be  subjected  to  the  voluntary  control  of  the  singer — a  feature  new  to  vocal 
Method.  Indeed,  the  author  has  felt  a  special  interest  in  expanding  completely  the  principles  of  pronunciation  and 
respiration,  and  upon  these  two  most  important,  yet,  in  our  day,  most  neglected  branches  of  the  art,  has  bestowed 
more  than  usual  attention. 

He  hopes  to  make  the  path  easier  to  those  who  have  at  heart  something  higher  than  mediocrity.  If  the  result 
shall  not  prove  proportionate  to  the  intention,  the  more  intelligent,  at  least,  will  have  been  incited  to  deeper  inquiry 
into  those  laws  of  the  divine  Art  of  Song,  which  are  the  support  of  the  Art  itself. 

Boston,  January,  1874. 
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PART  I. 


THEOEY  OF  THE  SINGINa  VOICE. 


"  The  human  throat  is  the  first,  purest,  most  excellent  instrumunt  in  creation." — Che,  Fe.  Schubabt, 


VOCAL    HYGIENE. 


Every  voice  can  be  improved  and  strengthened  by  proper  treatment,  but  artistic  success  is  the  portion  of  those,  only, who 
possess  originally  fine  voices,  musical  disposition,  and  perfect  health.  Teachers  should  distinguish  between  pupils  who 
study  singing  as  a  beautiful  accomplishment,  and  such  as  desire  to  become  professional  singers.  They  whom  beneficent 
Nature  has  endowed  with  a  beautiful  voice,  fair  musical  talent,  sound  vocal  organs,  and  robust  health,  can  safely  devote 
themselves  to  the  profession  of  singing.  If  deficient  in  only  one  of  these  particulars,  let  them  not  expect  any  great  success. 
It  is  a  common  belief  that  he  who  has  an  expansive  chest  and  can  scream  lustily,  possesses  the  necessary  qualifications  for 
becoming  a  good  singer.     This  belief,  however,  has  no  substantial  support  in  fact,  for  it  is  not  the  lungs  that  sing. 

The  relation  of  the  lungs  to  the  human  voice  is  almost  identical  with  their  relation  to  the  tones  of  the  clarionet.  Just 
as  the  column  of  air  is  impelled  through  the  reed  of  the  clarionet  where  the  tone  is  made,  and  through  the  stem 
where  it  is  modulated  by  the  pressure  of  the  fingers  upon  the  keys,  so  also  is  it  driven  through  the  glottis  and  out 
of  the  mouth  and  nose  ;  the  tone  being  formed  in  the  throat  at  the  glottis,  and  modulated  by  the  larynx,  the  uvula,  the  - 
veil  of  the  palate,  the  tongue,  the  teeth,  and  the  lips.  The  more  perfectly  these  parts  are  organized,  so  much  more 
beautiful  will  be  the  voice. 

Another  popular  fallacy  is  the  belief  that  a  large  throat  is  better  adapted  to  singing  than  a  narrow  one.  But'  that 
bird  sings  best  whose  pharynx  is  narrow  and  somewhat  contracted.  He  whose  pharynx  is  disproportioned  to  his  body, 
does  not  sing,  bui  screams. 

An  elevated  chest  and  power  to  scream  are,  therefore,  not  of  themselves,  qualifications  sufficient  to  insure  success  in 
singing,  though  accompanied  by  musical  talent.  Hence  it  is  the  duty  of  the  master  to  pronounce  an  honest  and 
impartial  judgment  upon  the  qualifications  of  one  who  desires  to  pursue  the  art  of  singing  as  a  profession  ;  for,  from 
the  first  to  the  last  lesson,  he  is  a  debtor  for  all  he  does  not  instruct,  and  for  the  faults  he  shall  not  have  corrected. 

It  is  indispensable  that  all  the  organs  of  the  voice  should  be  perfectly  proportioned  and  in  healthy  condition.  Tem- 
porary inflammation  may  be  removed  by  carefully  applied  remedies.  Chronic  inflammation,  and,  much  more,  imperfect 
formation,  are  insurmountable  obstacles.  If  there  exist,  then,  no  serious  impediments,  and  the  mas-ter  find  the  voice 
fine,  and  the   pupil   musical,  a  good  success  can  be  quite  safely  predicted. 

A  word  of  advice  here  to  those  who  have  broken  or  otherwise  seriously  impaired  their  voices  by  too  long  continued 
or  forced  singing,  or  by  false  method.  Before  all  must  there  be  absolute  and  long  repose  from  vocal  practice.  Should 
the  trouble  continue,  seek  a  thoroughly  educated  specialist  of  the  throat,  who  can  apply  appropriate  remedies  ; 
though  forget  not  the  saying  of  Garcia,  ,"Ze  chanteur  qui  iperd  la  voiz,  la  perd  pour  toiijotirs"  and  be  not  too 
sanguine  of  renewed  vocal  success.  ~  'C'    '    '^"'•^*-^' 

As  to  the  kinds  of  food  which  temporarily  impair  the  full  lustre  of  the  voice,  it  is  a  good  rule  to  observe  that 
whatever  affects  the  general  health,  affects  immediately  the  voice.  Anything  which  lessens  temporarily  the  natural 
moisture  of  the  throat  and  tongue,  or  disturbs  the  normal  condition  of  the  mucous  membrane,  is  injurious.  Loss  of  sleep 
will  often  deprive  the  voice  of  its  whole  vigor.  Much  talking  or  loud  laughing  directly  before  singing  is  to  be  avoided 
After  a  fuU  meal,  wait  two  and  a  half  to  three  hours  before  singing.     Observe  temperance  in  all  things. 


g  THEORY   OF   THE   SINGING  VOICE.. 

CLASSIFIC-A.TION. 

In  the  language  of  vocal  method,  to  classify  a  voice  is  to  determine  by  the  peculiar  quality  of  tone,  number  and  limits 
of  registers,  and  general  compass,  which  characterize  it,  the  place  it  must  occupy  in  the  table  of  divisions  of  the 
human  voice.  Thus  by  comparing  the  characteristics  of  a  given  voice  with  those  of  each  of  the  classes  stated  in  the 
synoptical  table  on  page  18,  they  will  be  found  invariably  to  correspond  with  the  characteristics  of  some  one  of  those 
eight  classes.     The  name  which  distinguishes  that  class  will  be  the  name  of  the  voice  under  consideration. 

By  still  farther  comparison  of  its  characteristics  with  those  special  peculiarities  given  o^^äges  19  &  20,  which 
distinguish  voices  of  the  same  general  class,  we  are  enabled  to  determine  stiU  more  definitely  its  relative  position  in  the 
table  of  classification. 

It  is  of  the  highest  importance  that  the  teacher  class  a  given  voice  before  beginning  its  training.  Though  there 
are  fundamental  principles  underlying  correct  vocal  method,  their  application  is  not  necessarily  the  same  in  every 
instance.  Thus  there  is  danger  of  applying  too  pedantically  the  table  of  divisions,  and  of  not  allowing  a  voice 
freedom  to  develope  certain  special  attributes  which  cannot  always  be  foreseen,  and  cannot  be  enumerated 
in  a  table  without  confusion,  but  which  a  sensitive  ear  will  invariably  detect.  Notwithstanding  this  fact,  there  must  be 
first  a  general  classification. 

If  a  contralto  be  forced  to  sing  soprano  it  will  be  ruined.  If  a  high  baritone  be  taught  to  sing  tenor  from  the  fact 
alone  that  he  can  scream  a  G  or  an  At»  above  the  bass  staff,  the  voice  will  be  ruined  for  either  baritone  or  tenor.  Not 
can  any  voice  be  forced  heyond  its  natural  limits,  nor  made  to  sing  compositions  foreign  to  its  character,  tvithout  serious  injury. 

Equally  absurd  is  the  practice  which  allows  every  voice  of  a  given  class  to  execute  what  special  voices  of  the  same 
class  have  performed  before  them.  Impossible  that  eyery  sopi-ano  acuto  can  execute  the  "  Queen  of  the  Night,"  (Magic 
Flute. — Mozart),  or  that  every  soprano  giusto  can  perform  "  Una  voce  poco  fa,"  (Barber  of  Seville. — Rossini.)  Just  as 
impracticable  to  give  to  every  contralto  the  part  of  "Arsace,"  (Semiramide. — Rossini);  to  every  tenor  the  role  of  "Arnold" 
in  "Guglielmo  Tell," — (Rossini);  to  every  baritone  the  partof  "Bois  Guilbert,"  (Templar  and  Jewess. — Marschner);  or 
for  a  hasso-profondo  to  attempt  the  role  of  the  "Count"  in  Meyerbeer's  "Huguenots." 

Sutficient  emphasis  cannot  be  placed  on  the  importance  of  according  each  voice  its  proper  character;  Upon' its  correct 
classification  depends  its  complete  development. 


ATTITUDE. 

The  singer  should  practise  in  a  standing  position,  to  the  correct  accompaniment  of  a  second  person  upon  a  perfectly 
tuned  piano-forte.  If  an  accompanist  be  not  always  at  hand,  the  singer  may  practise  a  portion  of  the  time  standing — 
striking  at  intervals  the  leading  chords  —  and  a  portion  of  the  time  at  the  piano-forte  to  his  own  accompaniment. 

It  is  evident  that  the  entire  attention  cannot  be  concentrated  upon  the  voice  so  long  as  the  singer  is  obliged  to  play  the 
accompaniment.  Moreover,  the  muscles  which  control  respiration  are  not  in  their  most  favorable  position  when  the  singer 
is  sitting,  who  thus  does  not  become  perfectly  intimate  with  breath  measurement,  nor  with  travelling  power  of  tone.  In 
any  event,  the  voice  will  lose  perceptibly  in  strength  and  fullness  when  the  pupil  is  not  standing. 

The  body  must  rest  evenly  on  both  feet,  and  in  perfect  equilibrium.  The  head  must  be  in  its  natural  position, 
perhaps  slightly  elevated,  in  order  to  give  the  larynx  freer  play. 

The  caniage  of  the  chest  must  be  elastic  ;  the  shoulders  never  elevated  —  a  very  common  fault  j  —  the  arms  in  a  posi- 
tion to  leave  the  chest  entirely  free. 


POSITION  OF  THE   MOUTH. 

"I  am  of  the  opinion  that  the  knowledge  how  to  place  the  mouth  correctly  is  one  of  the  most  important  and  essential 
traits  of  a  good  singer,"  says  Mancini,  and  adds,  "  It  is  necessary  from  the  very  beginning  that  the  pupil  know  how  to 
open  the  mouth  well,  according  to  the  rules  of  art;  but  bear  in  mind  that  the  rules  of  opening  the  mouth  are  not  the 
same  for  every  individual.  Everybody  sees  clearly  that  nature  has  not  made  the  opening  of  the  mouth  the  same  for  all. 
This  one  has  a  wide  mouth,  that  one  a  narrow  mouth,  while  a  third,  a  mouth  of  medium  size.  Then  "  '  '  ^ht  arid  length 
of  the  teeth  vary  in  different  persons. 


THEORY    OF   THE   SINGING   VOICE.  q 

All  these  differences,  and  others  depending  upon  the  constitution  of  the  vocal  organs,  oblige  the  master  to  observe 
dihgently  by  what  width  of  the  mouth  the  voice  issues  clearest,  purest,  and  fullest;  and  thence  to  establish  what  and  how 
great  should  be  its  opening." 

The  rule  of  Tosi  and  Mancini*- now  universally  adopted  —  is  :  "Every  singer  must  proportion  the  mouth  as  he  is 
accustomed  to  proportion  it  when  smiHng  naturally  ;  that  is,  so  that  the  upper  teeth  may  be  perpendicular  to,  and 
moderately  distant  from,  the  lower." 

This  rule  applies  to  the  Italian  vowels  a,  e,  i,  (vid.  pronunciation  of  It.  vowels,  page  15).'  In  pronouncing  o  and  its 
modifications,  the  corners  of  the  mouth  approach  each  other  ;  with  u,  in  addition  to  this  change,  the  lips  advance  and 
approach.  The  lower  teeth  must  never  be  visible.  It  is  a  common  rule  that  the  mouth  should  be  opened  to  the  width  of 
two  fingers.  An  acute  ear  and  ready  expedients  on  the  part  of  the  master  wiU  prove  invaluable  in  treating  this  subject, 
for  the  position  of  the  mouth  best  adapted  to  form  pure  tone  varies  somewhat  in  every  individual,  and  no  absolute  rale 
can  be  given. 


THE    TONGUE:    ITS   POSITION   AND   FUNCTIONS. 

The  tongue  should  lie  as-  flat  in  the  mouth  as  is  consistent  with  the  purest  quality  of  the  vowel  sound  or  sounds  in 
be  sung.  As  a  rule,  its  tip  should  touch  the  back  part  of  the  lower  teeth.  Perfect  freedom  of  movement  and  entire 
absence  of  constraint  in  all  its  parts  is  indispensable  if  the  tongue  is  to  perform  its  functions  correctly.  For  every  vowel 
and  for  every  consonant  there  is  a  different  and  definite  position  of  the  tongue.  The  faults  of  articulation  and 
of  pronunciation  cannot  be  remedied  without  a  knowledge  of  these  positions. 

By  referring  to  the  plates  at  the  end  of  the  work,  the   smger  will  find  practical  illustrations  of  the  correct  positionn 
of  the  tongue  for  forming  the  pure  vowel    sounds,  diphthongs,  and  various  consonants  of    different  languages.      (See 
«Theory  of  Pronunciation,"  Part  3,  p.  158.) 


RESPIRATION. 

Respiration  is  the  basis  of  the  art  of  song.  No  part  of  vocal  study  deserves  closer  attention.  A  belief  that  the 
process  of  respiration  is  the  same  both  in  speaking  and  singing  has  given  rise  to  an  almost  universal  neglect  of  its  study. 

This  is  ruinous  to  pure  vocalization. 

Hence  the  dearth  of  singers  who  understand  the  exquisite  art  of  phrasing.  Hence  the  inability  to  deliver  pure  tone, 
and  to  sing  long  without  fatigue.  Hence,  too,  one  of  the  principal  causes  of  nasal,  so-called  throaty,  and  other 
disagreeable  tones. 

Here,  finally,  may  be  found  one  of  the  plainest  explanations  of  the  paucity,  in  modern  times,  of  first  class  artists. 

In  speaking,  the  periods,  or  portions  of  periods,  succeed  each  other  so  rapidly  that  one  has  opportunity  for  breathing 
quite  at  random,     (a)  In  singing,  the  reverse  is  true.     Here  respiration  must  proceed  according  to  fixed  rules. 

The  singer  is  constantly  obliged  to  deliver  a  certain  number  of  tones,  each  one  of  which  has  a  fixed  duration,  and  all  of 
which  obey  a  prescribed  time-measure.  He  nmst  sing  now  forte,  now  piano,  now  mezza  voce  ;  with  crescendo,  or  decrescendo  ; 
in  cantilena  or  in  declamation;  roulades  or  arpeggi;  or  intones  expressive,  it  may  be,  of  love,  hate,  irony,  or  passionate 
sorrow.  Occasions  are  not  rare  where  several  of  these  various  moods  must  be  executed  in  one  and  the  same  breath- 
Not  a  moment,  therefore,  when  the  singor  is  not  obliged  to  control   carefully  its  almost  mathematical  distribution. 

There  is  still  another  difference  even  more  important.  In  speaking,  the  action  of  the  respiratory  muscles  and  of  the 
vocal  chords  is  spasmodic,  intermittent;  while  in  singing  their  action  is  susüxined,  continuous,  (b)  The  act  of  speaking  is 
almost  involuntary;  the  act  of  singing  one  of  purely  physical,  voluntarily  sustained  eflbrt.      To  sustain  a  tone  even  for  a 

(a).  This  remark  is  not  intended  to  apply  to  orators  noi  to  actors  who  heighten  the  effect  of  their  delivery  by  an  artistic  distribution  of  the  breath. 

(b).  '■'  There  is  also  a  certain  difference  between  speaking  and  singing  in  the  attack  of  the  tone,  whereby  we  produce  in  speaking  a  much  snarper  sound,  especially  with  the  Ojien 
VoweU,  and  experience  a  stronger  pressure  in  the  larynx,"  says  Helmholz  in  his  ^Zehre  der  Tonempfindungen.'  This  corresponds  with  the  theory  of  Merkel,  in  his  ' Fhijaiului/ie 
der  Spraclie,   that  the  vocal  chords  always  strike  against  each  other  in  speaking. 

*  Osservazioni  sopra  il  canto  figurato.    Pierfkanoesoo  Tosi.    (A.  D.  1724).    Riflessioni  pratiche  sul  canto  figurato.    Giambattista  Mancini.    (A.D.  1777). 
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short  time  correctly  on  the  same  degree  of  pitch,  requires  a  firm  support  to  the  breath.     This  support  is  found  mainly  in  the 
diaphragm  and  muscles  of  the  abdomen. 

The  diaphragm  is  the  muscle  which,  attached  to  the  lower  ribs  and  the  spinal  column,  divides  the  chest  transversely 
from  the  abdominal  cavity.  This  muscle,  which  is  arched  upwards,  contracts  and  descends  during  inhalation,  thus 
mcreasing  the  vertical  diameter  of  the  chest.  The  increase  of  space  thus  formed  is  instantly  filled  up  by  outer  air. 
Upon  the  diaphragm,  therefore,  rests  the  column  of  air,  as  it  were,  like  an  arrow  upon  the  string  of  a  bow. 

Now  the  singer  is  always  obliged  to  mete  out  his  breath  in  large  or  small  amounts  to  suit  the  length  of  the  phrase, 
and  proportioned  to  the  force  of  the  tone  or  tones  to  be  delivered.  The  power  by  which  these  various  movements  are 
executed  is  obtained  from  the  abdominal  muscles.  If,  having  inhaled  a  deep  breath,  a  person  seek  to  expel  it  forcibly 
through  almost  closed  lips,  he  will  find  that  the  principal  power  of  expulsion  comes  from  the  abdominal  muscles.  These 
muscles  act  through  the  viscera  upon  the  diaphragm,  and  can  be  so  skilfully  controlled  by  the  singer  as  to  become  an 
invaluable  assistant. 

This  mode  of  respiration  is  one  of  the  well-preserved  traditions  of  the  Italian  school.  With  practice,  it  becomes 
almost  involuntary,  and  the  movements  easy,  elastic,  and  without  apparent  effort.  By  it,  the  parts  which  modulate  the 
voice  are  left  in  freedom,  and  the  tones  issue  forth  pure,  and  located  in  the  position  which  wiU  give  them  most 
resonance  and  greatest  travelling  power.  The  fatigue  of  the  throat  and  chest,  sure  to  appear  sooner  or  later,  where  a  singer 
who  devotes  sufficient  time  to  practice  is  taught  to  "  swell  and  advance  the  chest,"  and  to  keep  the  parts  below  the  lungs 
immovable,  wül  disappear  if  the  reverse  be  practised. 

Obviously,  if  we  make  a  bellows  of  the  part  which  should  serve  as  a  sounding  board,  we  disturb  the  vibration,  and 
so  impair  the  quality  of  the  tone.  Moreover,  we  diminish  the  size  of  the  cavity,  and  again  alter  the  quality  of  the 
tone  (a).  Says  Mandi  (b)  of  the  rule  to  swell  and  advance  the  chest  :  "  This  deplorable  rule  has  been  adopted  by  many 
professors,  and  can  be  unhesitatingly  considered  the  cause  of  the  loss  of  a  multitude  of  voices."  And  so  Sieber  (c)  : 
"  This  law — of  respiration — is,  through  ignorance,  much  sinned  against,  and  thus  many  beautiful  voices  are  ruined  without 
a  suspicion,  on  the  pupil's  part,  of  the  reason  therefor."  '  ' 

Of  the  abdominal  mode  of  respiration  and  its  application  to  singing.  Mandi  adds:  "The  effort  to  produce  tone, 
and  therefore  the  resultant  fatigue,  is  least  in  the  abdominal  respiration,  because  then  only  a  small  number  of  the 
muscles — principally  the  diaphragm — are  set  in  play  ;  because  nothing  transpires  but  a  displacement  of  the  soft  and 
mobile  viscera  of  the  abdominal  cavity  ;  because  during  inhalation  the  larynx  rests  in  its  normal  position  ;  because  the 
glottis  suffers  neither  notable  enlargement  nor  contraction  ;  because  the  vocal  chords  are  neither  relaxed  nor  stretched  to 
any  appreciable  degree.  The  exhalation  necessary  to  the  formation  of  tone  finds,  therefore^  the  principal  organs  in  their  natural 
position  and  state  of  tension.  The  displacement  of  the  larynx,  the  contraction  of  the  glottis,  the  tension  of  the  vocal  chords, 
the  dilation  of  the  lungs,  everything  necessary  to  the  production  of  tone,  can  take  place  without  resistaftce,  without 
sensible  effort,  and  ivithoiit  fatigue.  Besides,  nature  furnishes  a  striking  proof  of  the  justice  of  these  remarks.  In  the 
birds,  the  walls  of  the  abdomen  alone  dilate  during  inhalation,  whUe  the  chest  remains  immovable  throughout  its  entire 
upper  portion." 


RULKS    OF    RESPIRATION. 

INHALATION. 

a.  The  breath  must  be  inhaled  quietly,  with  the  shoulders  slightly  thrown  back  ;  the  muscles  of  the  chest,  neck  and 
throat  wholly  free  from  constraint,  with  no  perceptible  movement  of  the  head  nor  elevation  of  the  shoulders  ; 
body  erect  and  elastically  poised,  head  very  slightly  elevated  to  assist  the  free  movement  of  the  larynx. 

h.  Breath  must  be  inhaled  through  both  nose  and  mouth,  since  a  greater  quantum  of  air  can  be  inhaled  thus  in  a  given 
time,  and  the  walls  of  the  pharynx  and  throat  retain  more  easily  their  natural  moisture. 

c.  The  chest  must  not  be  voluntarily  swelled  nor  advanced,  but  allowed  to  rise  naturally. 

d.  Draw  in  the  abdomen.     (And  so  Garcia  in  his  great  work — '■'■  Rentres  le  creux  de  r  estomac")    (d) 

e.  Tlie  amount  of  air  inhaled  must  always  be  proportioned  to  the  length  and  character  of  the  phrase,  and  to  the  force 

(a).   Tid.  also,  "  Guida  dell'  Artista  Cantante"  page  10. — [GiraldonL] 

(b).   ''7)6  la  Fatigue  de  la  Voix  dans  ses  Rapports  avec  le  mode  de  Respiration," ■p3.eas22  and  23.— [Mandi.] 

(e).   "  Voüatändige  Lehre  der  Gesanghunst,"  page  60. — [Sieber.] 

(d).   This  movement  should  be  easy  and  elastic,  never  excessive.     The  resultant  force  obtained  from  a  correct  use  of  tha  abdominal  niusolc?  and  diaphragm  is  of  the  greatest  im- 
portance to  the  singer,  who  should  have  practical  illustrations  of  this  great  principle.     The  teacher  should  watch  carefully  that  there  be  total  absenr."  of  constraint. 
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and  quality  of  the  tone  or  tones  to  be  sung.  Nothing  is  worse  than  ending  a  phrase  with  too  little  breath,  or  than 
using  too  much  breath  for  a  short  passage.  (The  catch  breath,  half  breath — mezzo  respiro — will  be  taught  in 
order.) 

EXHALATION. 

a  The  muscles  of  the  abdomen,  and  the  diaphragm,  must  be  employed  in  expelling  the  breath  and  controlling  it.  An 
idea  of  what  this  action  is,  may  be  obtained  by  blowing  the  breath  forcibly  through  almost  closed  lips  ;  though  in 
singing,  the  api^lication  of  this  action  of  the  abdominal  muscles  is  not  spasmodic,  but  is  quiet  and  sustained. 

b.  The  action  of  the  diaphragm  must  be  always  elastic,  and  never  excessive. 

c.  In  increasing    the  power  of  a  tone  once  begun,  the  vocal   parts   and  the  chest  must  be  left  in  freedom.     The  tone 

must  be  supported  at  the  diaphragm  by  applying  the  abdominal  muscles,  and  the  support  strengthened  while 
increasing  the  power  of  tone.     (See  ^^  llessa  di  Voce,''  in  Part  III.) 

d.  Every  tone  must  be  carefully  watched   during  study,  that  the  breath  may  be  managed  every  moment  according  to 

rule.  In  a  short  time  this  mode  of  respiration  will  become  quite  familiar,  indeed,  almost  involuntary.  It  wiU  add 
resonance  to  the  voice,  and  give  it  solidity  and  purity,  vigor  and  intensity.  It  will  afford  the  voice  opportunity 
to  develop  its  utmost  range.  It  furnishes  the  means  for  that  fine  phrasing  which  is  one  of  the  chief  charms  of 
a  cultivated  singer.     It  is  the  only  sound  basis  for  a  healthy  vocal  gymnastic. 

RKGISTERS.  ^' 

The  theory  of  registers  taught  by  Italian  schools  from  the  time  when  song  was  at  its  height  down  to  the  present 
day,  the  theory  which  has  been  practised  by  the  greatest  vocal  artists  who  have  lived,  is  that  which  divides  the  voice 
into  two  grand  registers  of  chest  and  head.  The  French  school  has  added  to  the  female  voice  a  third  register,  which  it 
calls  falsetto,  a  term  originally  used  by  the  old  Italians  as  synonymous  with  head.  This  addition  has  caused  confusion  in 
most  modern  schools  outside  of  Italy.  It  is,  however,  no  other  than  the  mezzo-petto — medium  chest — (sometimes  called 
mixed,  voce  mista)  of  the  modern  Italian  school.  The  old  Italian  school  reckoned  it  simply  as  belonging  to  the  chest 
voice.  Even  Garcia,  to  whom  vocal  method  is  mainly  indebted  for  this  new  term,  says  of  the  medium  or  falsetto  register  . 
"All  the  tones  can  be  sung  without  distinction  in  chest  or  in  falsetto."  (a)  It  is  quite  a  common  complaint  among  female 
singers  that  after  a  few  months'  instruction  their  medium  tones  have  lost  appreciably  in  strength  and  in  volume. 

The  reason  therefor,  as  well  as  the  manner  of  treating  medium  tones  will  be  explained  under  "  Union  of  Registers,"  as  it 
will  better  suit  the  order  of  our  treatise  if  the  character  of  a  register,  as  such,  be  first  described. 

In  vocal  nomenclature,  a  register  includes  a  series  of  tones  in  diatonic  order,  alike  in  origin  and  quality.  Bearing  this 
rule  in  mind,  let  one  accompany  upon  the  piano-forte  a  voice  which  has  had  no  cultivation,  in  its  attempt  to  sing  an 
ascending  scale,  beginning  with  one  of  the  lower  tones,  guarding  carefully  against  forcing  it,  and  observing  slow 
tempo. 


On  the  approach  of  the  voice  to  one  of  the  tones  -Av       i 1 1 if  it  be  a  pure  soprano,  or  to 
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w^ 


'  (e)  "^  (b) 

if  a  tenor,  there  will  be  a  change  in  quality,  force,  and  character  of  tone  so  sudden  and  distinct  that  one  is  often  prone  to 
believe  the  tone  comes  from  another  person.  This  change  in  character  of  tone  is  sometimes  accompanied  by  a  noise  in 
the  throat  as  of  swallowing,  commonly  called  the  break  (c).  To  the  first  series  of  tones,  or  as  far  as  the  break,  is  given 
the  name  of  chest  register  ;  to  the  second  series  of  tones,  or  after  the  break,  the  name  of  head  register.  With  the  majority 
of  female  singers,  the  head  voice  is  clearer,  brighter,  stronger  than  the  chest  voice  ;  while  the  head  tones  of  the  male 
voice  are  weaker,  and  lack  the  clear  fulness  of  the  chest  tones,  (f  )  In  every  human  voice  there  is  but  one  natural  break, 
and  hence  but  one  division  into  registers  (d)  which  can  be  considered  essentially  different.  All  others  are  modifications  of 
these  two  oi'iginal  registers.  Although  methods  may  differ  in  their  nomenclature  of  registers,  there  is  but  one  correct  mode 
of  treating  these  registers. 

(a).  "  On  pent  en,  articuler  tovs  V  s  sons  en  voix  de  poitrine  oa  en  voix  de  fausset  indistinctement." — [Garcia,  page  xv.] 

(b).  The  tenor  voice  must  be  read  an  octave  lower  tlian  where  actually  written. 

(c).  Vid.  also  Mancini,  chap.  8. 

(d).  The  basso-profondo  and  some   deep  contralti  sing  in  chest  and  medium  chest.       Especially  with  a  true  basso-profondo  is  the  use  of  tne  pure  head  voice  among  th« 
rarest  exceptions. 

(e).  The  French  diapason  pitch. 

(f  ).  Vocal  Method  seeks  to  add  to  these  head  tones  the  clear  resonance  of  the  chest  tones. 
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It  is  a  fact  of  intense  interest  that  this  theory  of  chest  and  head  registers  practised  with  most  brilliant  results  for 
centuries  among  the  Italians,  has  been  confirmed  by  the  modern  science  of  laryngoscopy.  That  this  difference  existed  wag 
evident  to  the  sensitive  Italian  ear,  but  in  what  it  consisted,  and  what  might  be  the  physiological  difference  in  the  action 
of  the  vocal  chords  in  producing  a  series  of  tones  similar  to  each  other  in  origin  and  quality,  but  unlike  a  second  series 
whose  component  tones  were  similar  to  each  other  in  origin  and  quality,  remained  for  modern  research  to  determine.  In 
his  "Physiology  of  Speech,"  pp.  20-24,  Merkel  describes  minutely  the  action  of  the  vocal  chords  in  producing  the  tones 
of  the  chest  and  head  registers,  and  concludes  as  follows  :  "  Thus  we  see  that  the  vocal  chords,  in  vibrating,  strike  against 
each  other  in  the  chest  register,  while  in  the  head  register  they  vibrate  vertically. 

"  In  the  chest  register,  for  every  tone  there  is  a  momentary  opening  and,  by  the  so-called  percussion,  shutting  of  the  glottis  ; 
while  in  the  head  register  the  glottis  remains  always  open  in  the  form  of  a  slit,  and  the  vibrations  are  up  and  down. 
(See  Fig.  2.)  Thus  the  expressions  '  chest  voice,'  'head  voice,'  are  not  based  upon  any  imaginary  hypothesis,  but  upon  bona 
fide  acoustic  impressions  which  refer  the  origin  of  a  tone  to  the  place  from  which  it  seems  to  come." 

The  theory  of  some  other  laryngoscopists  (a)  that  in  the  chest  voice  the  vocal  chords  vibrate  in  their  whole  lengih 
and  breadth,  while  in  the  head  voice  they  vibrate  only  on  their  inner  edges,  but  confirms  the  theory  of  Merkel.  Thus 
Helmholz  observes  (b):  "It  is  remarkable  with  what  precision  the  vocal  chords,  seen  by  means  of  the  laryngoscope, 
shut  together  in  vibrations  whose  breadth  is    nearly  the  whole  breadth  of  the  chords." 

Thus  has  the  well  tried  theory  of  the  Italians  been  verified  by  modern  science. 

Fig.  2. 


Vocal  Chords  vibrating        Vocal  Chords  vibrating 
in  the  Bead  voice.  in  the  Chest  voice. 


ON    LOCATING    THE   VOICE. 


Before  attempting  to  blend  the  registers  the  pupil  should  be  firmly  established  in  pure  chest  tone.  Though  many 
possess  naturally  strong  chest  voices,  those  cases  are  rare  where,  in  an  uncultivated  singer,  the  chest  tones  do  not  have  to 
be  properly  located  at  the  beginning  of  study.  In  teaching  the  singer  to  pose  these  tones  correctly,  a  careful  distinction 
should  be  made  as  to  the  kind  of  defect  to  be  removed.  For  every  defect  there  must  be  a  particular  remedy,  but  it 
does  not  follow  that  every  remedy  can  be  applied  to  any  defect. 

Robust,  crude,  and  screaming  voices  must  be  sweetened  and  purified.  Hence,  if  such  a  pupil  be  made  to  give  at  once 
the  full  voice,  so  far  from  correcting,  it  will  magnify  these  defects.  The  proper  method  in  such  a  case  is  to  teach  the 
singer  to  retain  the  voice  at  a  moderate  degree  of  power.  Constant  attention  is  necessary  that  the  voice  be  never 
screaming  and  never  forced,  especially  in  the  higher  tones  of  the  register,  so  that  it  may  become  equally  proportioned.  The 
pupil  must  be  made  to  practise  for  some  time  an  exercise  in  slow  tempo,  which  shall  pass  from  the  lower  to  the  middle 
tones,  and  thence,  at  the  proper  time,  to  the  higher.      (  6ee  exercises  under  Part  I.) 

Another  kind  of  voice  is  that  of  limited  range,  and  perhaps  of  little  strength.  Though  these  are  generally  considered 
irremediable  defects,  it  is  not  seldom  that  they  may  be  corrected  by  study  and  art.  It  is  the  practice  of  many  masters 
to  make  pupils  having  such  a  voice  sing  with  full  force  their  entire  lesson,  in  the  hope  thus  to  strengthen  the  vocal 
parts.  This  rule,  however,  is,  in  any  event,  of  uncertain  result,  and  often  dangerous  as  well  ;  because  the  vocal  chords, 
not  accustomed  to  so  great  and  so  long  continued  a  strain,  become  fatigued,  and  the  lesson,  instead  of  being  of  advantage, 
is  of  real  injury.  Experience  proves  that  the  only  reliable  method  with  weak  and  limited  voices  is  to  practise  them 
carefully  in  one  or  two  exercises  of  tempo  moderato  whose  range  is  limited  to  that  portion  of  the  voice  which  can  be 
delivered  with  ease.     The  exercise  should  be  executed  at  first  with  very  moderate  power  of  tone.      Later,  and  as    the 

(a).  "  Handbuch  der  Physiologie.^'  —[3 ohann  Müller.]— Lehfeldt. 
(b).  "  Lehre  der  Tonempfindungen,"  p.  164.—  [Helmhok.] 
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progi-ess  of  tha  pupil  warrants,  the  strength  of  the  tone  may  be  increased  carefully  and  gradually,  until  all  the  tones  of 
the  exercise  shall  have  become  resonant  and  firm.  Having  overcome  this  obstacle,  it  will  be  expedient  to  substitute,  in 
place  of  this  exercise,  one  in  which  there  are  higher  tones,  observing  the  same  manner  of  treatment  as  before.  Proceeding 
thus,  the  pupil  may  be  sure  of  good  results.  ■ 

There  is  still  a  third  kind  of  voice  of  high  range,  but  with  very  weak  chest  or  low  tones,  and  not  powerful  head  or 
high  tones.  If  to  such  voices  resonance  be  imparted  they  become  very  agreeable  and  valuable.  To  obtain  this  there 
is  no  surer  method  than  of  carefully  practising  for  some  time  in  chest  voice  alone,  observing  the  never  to  be  forgotten 
rule  that  forcing  the  voice  unduly  renders  futile  all  attempts  at  improvement.  But  it  is  not  enough  that  there  be  low 
tones  in  the  exercise,  these  same  tones  must  be  sonorous  and  freed  from  every  defect.  They  must  be  vocalized  with 
round  and  majestic  quality,  in  order  to  remove  the  puerile  pronunciation  so  natural  to  such  voices.  Having  surmounted 
this  grand  difficulty,  it  will  be  time  to  introduce  the  tones  of  the  second  register,  and  since  the  high  tones  are  natural 
to  this  kind  of  voice,  the  pupil  will  make  easy  and  rapid  progress.  Let  it  be  said  here  that,  in  general,  the  habit  of 
siuging  with  extreme  power  of  voice  is  very  injurious.  As  a  rule,  medium  force  only  should  be  employed  until  the  voice 
shall  have  become  correctly  and  firmly  located,  when  the  pupil  may  be  carefully  practised  in  forte. 

Both  forte  (a)  and  piano  should  be  taught,  with  the  condition  that  the  first  shaU  be  pi-actised  more  than  the  last,  it 
being  easier  to  make  him  sing  piano  who  sings  forte,  than  to  make  him  sing  forte  who  is  accustomed  to  sing  only  piano. 


UNION    OF   THK   REGISTKRS. 

Having  thus  firmly  established  the  pupil  in  pure  chest  tone,  the  master  should  pass  to  the  study  of  uniting  the  chest 
with  the  head  register.  It  has  already  been  explained  how  to  recognize  the  immediate  point  of  separation  of  the  registers. 
Knowing,  therefore,  the  last  tone  of  the  first  register  and  the  first  tone  of  the  second,  the  teacher  can  proceed  with 
certainty  in  his  instruction.  The  separation  of  the  chest  and  head  registers,  which  is  abrupt  in  one  person,  may  be 
gradual  in  a  second,  and  in  very  rare  instances  it  may  be  difficult  for  any  but  a  sensitive  ear  to  detect  where  one 
register  ceases  and  the  other  begins. 

The  complaint  of  female  singers  of  loss  of  power  in  their  medium  tones  has  already  been  referred  to.  The  thinness 
and  weakness  of  these  medium  tones — called  by  the  French  school  falsetto — is  caused,  in  the  majority  of  instances,  by 
practising  them  with  the  heavy  quality  which  is  natural  to  the  lower  series  of  chest  tones  only.  Pupils  who  have  been 
taught  to  employ  this  heavy  quality  in  the  beginning  of  their  studies,  find  it  difficult  to  use  any  other  when  they 
approach  the  middle  tones.     They  are  therefore  forced  to  extend  it  beyond  its  natural  limit. 

Such  a  false  method  subjects  this  portion  of  the  voice  to  a  very  unnatural  strain.  The  vocal  chords  become  fatigued  and 
weakened,  which  reacts  upon  the  tone,  rendering  it  thin  and  characterless.  If  persisted  in,  the  weakness  will  extend 
itself  even  to  the  lower  tones,  and  thus  through  one  false  step  almost  the  entire  lower  portion  of  the  voice  becomes  a  ruin. 
This  happens  oftener  with  mezzo-sopranos  than  with  any  other  class  of  voice.  The  true  mode  of  procedure  here  is  to  teach 
the  singer  to  retain  the  lower  chest  tones  at  a  very  moderate  degree  of  power,  and  to  diminish  this  power  still  more  as 
the  voice  approaches  the  medium  tones.  It  is  expedient  also  to  take  breath  at  the  middle  tones  as  little  as  possible. 
Extraordinary  care  must  be  observed  that  there  be  no  abrupt  change  in  quality  of  tone  in  ascending  or  descending  ;  and 
that  there  be,  therefore,  no  perceptihle  alteration  in  the  position  of  the  breath.  The  rules  of  respiration  already  given  must  be 
studiously  observed.  The  Italian  and  English  sounds  of  the  vowel  o  will  prove  invaluable  assistants  in  equalizing  this 
part  of  the  voice.  Proceeding  thus  carefully  the  pupil  cannot  fail  to  render  all  these  tones  of  uniform  quality  and 
strength.  Having  secured  this  important  advantage,  the  singer  may  then  resume  the  use  of  the  foiie  in  the  lower  chest 
tones. 

The  study  of  the  medium  tones  can  be  begun  almost  simultaneously  with  that  of  locating  chest  tones.  As  the  voice 
approaches  the  vicinity  of  the  head  register,  its  power  must  never  be  more  than  a  moderate  one.  The  last  two  or  three 
tones  which  precede  the  head  register  must  never  be  delivered  with  full  strength,  so  long  as  the  upper  and  lower  portions 
of  the  voice  shall  not  have  been  completely  blended.  On  the  contrary,  these  tones  should  be  sung  at  first  almost  in  messa 
voce.  With  persons  in  whom  the  chest  voice  is  strongly  developed,  and  the  head  voice  proportionally  weak,  no  other 
method  is  safe  than  to  moderate  temporarily  the  strength  of  the  lower  register,  and  to  strengthen  Httle  by  little  the 
obstinate  tones  of  the  head  voice.     This  once  gained,  the  lower  register  may  then  be  allowed  to  resume  the  use  of  i\iQfoHe. 

(a).  The  word  forte  is  used  in  thia  method  to  denote  the  natural  strength  of  a  voice,  not  its  utmost  capacity.  Wherever  it  occurs  in  the  exercises,  therefore,  let  the  pupQ  sing 
in  his  easy,  natural  voice. 
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This  same  method  applies  also  to  voices  whose  registers  are  not  much  out  of  proportion.  For  the  ease  in  which  the 
lower  register  is  weak  and  the  head  voice  strong,  the  order  must  be  somewhat  changed.  Here  the  strength  of  the  head 
voice  must  be  temporarily  moderated  till  the  strength  of  all  the  tones  in  the  vicinity  of  the  point  of  separation  between 
the  registers,  both  above  and  below  it,  shall  be  perfectly  equalized,  when  the  head  voice  may  be  allowed  to  assume  its 
natural  strength.     The  exercises  to  be  sung  must  not  require  the  pupil  to  breathe  at  the  point  of  separation. 

With  many  voices,  the  Italian  vowels  o,  u,  as  well  as  the  English  long  o,  prove  very  efficacious  in  blending  the  lower 
with  the  head  register  ;  though  in  such  instances  the  master  must  guard  against  the  tone  becoming  guttural.  At  the 
same  time  the  head  voice  must  be  brought  down  as  far  as  practicable. 

Certain  Methods  recommend  the  practice  of  exercises  written  on  the  limit  of  a  major  third,  and  pitched  at  the  point 
of  separation  of  the  registers.  Such  a  course  is  sometimes  very  beneficial  ;  but  with  voices  which  are  easily  fatigued  it 
produces  too  great  a  strain  upon  the  vocal  chords. 

(Under  Part  I.  will  be  found  a  number  of  exercises  specially  adapted  for  blending  the  registers.) 

Patient,  methodical  observance  of  these  mles  will  surely  bring  its  reward  ;  disregard  of  them  will  leave  the  voice 
imperfect. 


TIMBRE    CLAIR:    TIMBRE   SOMBRE. 

TIMBRO   APERTO:  TIMBRO   CHIUSO. 

By  tinihre  clair  is  meant  that  clear,  bright,  penetrating  quality  of  tone  produced,  according  to  Garcia,  when  the  veil 
of  the  palate,  and  the  tongue,  approach  quite  near  each  other,  and  the  elevation  of  the  larynx  causes  the  cavity  of  the 
pharynx  to  narrow  and  shorten. 

By  timóre  sombre  is  meant  that  round,  full,  reedy  quality  produced  when  the  veil  of  the  palate  is  elevated,  and  the 
larynx,  by  its  depression,  causes  the  cavity  of  the  pharynx  to  widen  and  enlarge.  Emanating  from  the  French  school, 
these  terms  have  been  universally  adopted,  and  as  no  tone  can  be  produced  that  does  not  partake  more  or  less  of  one  of 
the  given  qualities,  the  expediency  of  abiding  by  this  nomenclature  is  obvious. 

If  the  timbre  clair  be  exaggerated  the  voice  becomes  sharp  and  screaming.  An  exaggeration  of  the  timbre  sombre,  on 
the  other  hand,  makes  the  voice  muffled.  Any  arbitrary  rule  as  to  the  definite  timbre  to  be  employed  in  practice  would 
be  incomplete,  and  thus  unsatisfactory.  Voices  differ  in  their  requirements  in  this  regard.  The  fault  of  singing  with  a 
too  closed  or  muffled  quality  could  not  be  corrected  by  practice  in  timbre  sombre;  nor  would  practice  in  pure  timbre  clair 
cure  the  defect  of  singing  with  a  shrill,  open  tone.  In  general  it  is  safe  to  practise  with  a  medium  quality,  neither 
too  open  nor  too  closed.  The  sensitive  ear  of  a  master  must  decide  which  of  the  two  shall  be  best  adapted  to  the 
immediate  wants  of  a  given  voice.  There  are  certain  positions  of  the  vocal  parts  which  determine  the  preponderance 
of  one  quality  or  the  other.  These  may  be  subjected  to  the  control  of  the  singer  who  must  perfect  himself  in 
assuming  them  at  will.  Such  perfection  renders  the  voice  plastic,  and  capable  of  every  variety  of  shade  and  expression. 
Thus,  in  employing  the  medium  timbre  already  recommended  for  general  practise,  both  mouth  and  pharynx  should 
be  opened  but  moderately.  If  the  mouth  be  stretched  open  to  an  exaggerated  width, 'the  pharynx  will  be  proportionally 
narrowed  and  shortened,  and  the  tone  will  become  almost  glaringly  bright.  On  the  contrary,  if  the  opening  of  the 
mouth  be  made  smaller,  and  the  pharynx  thus  widened,  the  tone  loses  its  shrillness,  and  is  moderated  into  a  more  closed 
or  sombre  character,  which  increases  with  the  further  narrowing  of  the  mouth.  It  is  well  to  practise  the  various  modifications 
of  the  two  timbres  on  the  same  vowel,  but  observing  the  while  to  preserve  unaltered  the  timbre  for  a  given  tone.  In 
singing  the  Italian  sound  of  a — like  a  in  the  English  word  '  far  ' — the  timbre  clair  will  be  easily  obtained  by  observing 
the  rules  just  denoted,  and  simultaneously  distending  the  lips  laterally,  as  if  smiling. 

Proportionally  as  the  mouth  departs  from  this  position,  the  corners  approach  each  other,  and  the  mouth  assumes  a  rounder 
form,  the  tone  will  increase  in  sombre  quality,  and  change  gradually  to  the  broad  sound  of  o  in  the  English  word  '  for.' 

In  passing  from  the  perfect  timbre  clair  to  the  perfect  timbre  sombre,  man  -edifications  occur  in  the  quality  of  the 
vowel  which  may  be  sung.     Any  one  of  these  intermediate  qualities  can  be  reta"  iieeping  the  mouth,  &c.,  in  the  position 

which  determines  that  particular  quality.      Most  exquisite  shades  of  express!  je  executed  by  the  proper  applicatioo 

of  the  two  timbres  and  their  variations.     Of  this  and  other  kindred  subject?  i.1.  will  treat  in  a  special  manner. 
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PRONUNCIATION    OF    THE    ITALIAN    VOV/ELS. 

The  Tuscan  sound  of  the  Italian  a  is  generally  like  that  of  a  in  English  when  followed  by  r  ; — for  example,  like  a  in 
the  English  word  '  far,'  though  it  is  pronounced  somewhat  more  broadly  and  openly. 
The  Italian  e  has  two  sounds  : 

1.  The  open  sound,  approximated  to  a  sound  interrnediate  between  that  of  e  in  the  English  word  '  men,'  and  of  a  in  the 

English  word  '  man.'     Not  so  broad  as  a  in  man  ;    broader  than  e  in  men. 

2.  The  closed  sound,  like  that  of  a  in  the  English  word  '  lady,'  but  with  the  omission  of  the  second,  or  English  ee  sound 

which  characterizes  the  termination  of  the  long  a  in  our  language. 

The  Italian  i  is  pronounced  like  long  e  in  English; — for  example,  like  ee  in  the  English  word  'meet.'  At  the 
commencement  of  syllables,  when  followed  by  m  or  by  n,  it  is  pronounced  almost  as  short  as  in  English  before  the  same 
letters. 

The  Italian  o  has  two  sounds  : 

1.  The  open  sound,  hke  that  of  o  in  the  English  word  '  bottle.' 

2.  A  more  closed  sound,  assimilated  to  the  sound  of  o  in  the  vulgar  pronunciation  of  the  Enghsh  word  '  bone.' 
The  Italian  u  has  always  the  sound  of  oo  in  the  English  word  '  soon.' 


CHOICE    OF   VOV^ELS    FOR   GENERAL   PRACTICE. 

The  Italian  vowel  a  is  formed  when  the  mouth  is  in  the,  normal  position  described  on  page  8,  and  the  tongue 
lies  flat  throughout  its  entire  length.  This  vowel  is  best  adapted  to  first  studies,  because  it  gives  the  waves  of  sound 
freest  scope  in  the  interior  of  the  mouth,  and  offers  them  the  least  impeded  exit  from  the  mouth.  To  a  beginner  it 
furnishes  fewer  obstacles  than  any  other  vowel.  Yet  the  voiee  must  not  he  practised  exclusively  upon  a.  The  other  vowels  (*} 
also  must  be  carefully  studied.  Of  these,  o  and  its  modifications  are  the  most  favorable,  many  voices  developing  best 
by  studying  this  vowel  simultaneously  with  a. 

The  opening  of  the  mouth  is  somewhat  smaller  for  o  than  for  a,  since  to  form  o  the  corners  approach  each  other  ;  but 
the  mouth  should  be  kept  as  near  the  normal  position  as  is  consistent  with  the  pure  sound  of  o.  The  development 
of  voice  proceeds  more  surely  and  more  rapidly  on  a  and  o,  with  an  occasional  exercise  on  e,  than  in  any  other 
way.  But  to  meet  the  full  requirements  of  song  the  voice  must  be  perfected  in  the  delivery  of  every  pure  vowel 
sound,  whether  alone,  or  in  combination  in  the  form  of  diphthongs.  Therefore,  while  bestowing  the  preference  on  a  and  o 
for  general  practice,  it  is  necessary  for  the  singer  to  accustom  the  vocal  organs  to  the  use  of  the  other  vowels,  selecting 
for  this  purpose  not  rapid  roulades,  &c.,  but  simple  exercises  in  temijo  moderato.  The  following  practice  is  excellent  for 
teaching  the  lips  and  vocal  parts  to  make  sharp  distinctions  between  the  vowels  : 

Moderato,   a  a  a  a  a  a  a 


'I 


(A)i^E 


-o- 

1.  la, 

2.  da. 


-9- 

le, 

me, 


-g- 
li, 
ni. 


lo, 
pò, 


-e- 

lu, 
tu, 


^ 


la, 
la, 


le. 
be. 


or  on  other  tones  convenient  to  the  singer's  voice. 

M   Moderato. 


Also  exercises  like  the  following  : 


;m 


(6.  da,  me,  ni,  po,  tu,    la,     be,   da,  m,e. 

7.  ni,  fo,   tu,  la,    he,   da,   me,  ni,    po. 

\8.  tu,    la,  be,  da,    me,    ni,    po,   tu,     la. 

and  many  others  which  may  be  easily  deduced  from  this  scheme. 

Under  "  Theory  of  Pronunciation  "  we  shall  have  occasion  to  return  to  this  subject. 

(*)  UnlesB  directlff  indicated,  the  Italian  vowels  are  always  meant. 
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GENERAL     REMARKS. 


A  master  should  give  extraordinary  attention  to  the  intonation  of  his  pupils.  He  whose  musical  ear  is  not  delicate 
should  undertake  neither  to  teach  nor  to  sing,  as  the  defect  of  flatting  or  sharping  is  absolutely  intolerable.  A  singci' 
wi*h  this  defect  forfeits  all  claims  to  whatever  other  excellencies  he  may  possess. 


One  of  the  greatest  of  a  teacher's  cares  is  that  the  voice  should  issue  forth,  throughout  its  entire  range,  with  limpid  and 
clear  tone,  without  being  nasal,  nor  choked  in  the  throat,  two  of  the  worst  fiiults  of  a  singer.  They  are  caused,  almost 
without  exception,  by  an  incorrect  position  of  the  tongue,  or  by  the  veil  of  the  palate  dropping  too  low.  The  pupil  must 
practise  before  a  mirror,  and  learn  to  keep  the  tongue  flat.  Should  it  prove  unruly,  the  tongue  may  be  held  down 
gently  with  a  teaspoon  or  paper-cutter.  Having  placed  it  properly,  draw  the  teaspoon  carefully  away,  and  seek  to  keep 
the  tongue  in  this  flat  position  without  mechanical  aid.  A  few  patient  trials  will  overcome  the  difficulty.  If,  in  addition 
to  the  fault  of  raising  the  tongue  too  high  in  the  mouth,  the  pupil  should  also  squeeze  or  choke  the  roots  of  the  tongue 
when  attempting  to  sing,  let  him  not  cease  in  his  efforts  to  conquer  the  principles  of  respiration  given  on  pages  9,  10  and  11. 

Having  once  learned  to  expel  the  breath  by  a  gentle  application  of  the  muscles  of  the  abdomen,  and  the  diaphragm, 
the  throaty  tones  will  disappear,  the  vocal  parts  being  left  by  this  action  in  perfect  freedom.  While  seeking  to  cure  the 
defect  of  guttural  tones,  the  pupil  should  practise  exercises  of  a  quiet  nature,  and  never  with  full  voice.  In  the  case  of 
nasal  tones,  in  addition  to  the  hints  just  given,  it  is  a  good  rule  to  pinch  the  nose  together,  and  compel  the  breath  to 
find  its  exit  at  the  mouth. 


In  any  of  the  following  exercises,  the  teaoher  should  seek  the  way  to  make  the  singer  gain,  little  by  little,  the  upper 
tones,  remembering  that,  as  the  voice  ascends,  so  much  greater  is  the  necessity  to  sing  with  sweetness,  and  avoid 
screaming  or  shrillness. 

If  all  those  who  teach  the  first  principles  of  song,  knew  how  to  unite  the  head  voice  with  the  chest  voice,  there  would 
not  be  to-day  such  a  scarcity  of  well-schooled,  nor  such  a  number  of  broken,  voices.  The  most  important  of  these  principles 
are  the  laws  of  respiration. 

The  pupil  should  learn  to  accompany  himself  on  the  piano-forte.  In  this  way  he  may  study  the  beauties  of  an  author, 
and  cultivate  his  ear  and  taste,  without  being  forever  dependent  on  the  master.  He  who  cannot  play  is  often  at  a  com- 
plete loss,  and  wastes  much  valuable  time.  Students  of  singing  should  devote  a  portion  of  their  time  to  learning  the 
fundamental  rules  of  haimony. 

(  Coììtimied  in  Parts  I.  and  II.) 


jgg^The  exercises  of  this  Method  have  been  arranged  to  suit  the  compass  and  character  of   various  kinds  of  voices. 
In  the'  majority  of  them  the  singer  can  commence,  at  option,  in  the  key  most  convenient  to  his  or  her  voice. 

All  the  exercises  of  Part  I.  are  to  be  sung  without  crescendo.     (See  " Ifessa  di  Voce,"  Part  III.) 

The  custom  of  many  modern  Methods  of  placing  over  the  several  notes  of  their  exercises  the  letters  C.  M.  IL, — meaning 
Chest,  Medium,  Head  voice — has  been  scrupulously  avoided  in  the  present  work.  Such  practice  keeps  ever  before  tlie  mind 
of  the  pupil  the  most  vivid  idea  of  difference  of  quality  in  tone,  while  one  of  the  avowed  objects  of  vocal  Method  i-^  to 
blend  into  a  plastic  whole  the  incongruities  of  a  crude  voice.  The  grand  secret  of  blending  the  registers  and  of  a  beautifully 
equalized  voice,  lies  in  the  total  disuse  of  force,  and  in  the  knowledge  of  the  laws  of  respiration.  How  to  l)reathe  is  the 
SINE  QUA  NGN  of  a  perfected  voice. 


SYNOPTICAL  TABLES, 


SHOWING    THE    VARIOUS     CLASSES    INTO    WHICH    THE   HUMAN    SINGING    VOICE 

IS   DIVIDED,  THEIR    EXTENSION    AND   THE   LIMITS   OF  THEIR    REGISTERS, 

WITH   THE  CHARACTERISTICS   OF   EACH    CLASS,  RESPECTIVELY, 

AND  THEIR  APPLICATION, 


-•-—■"■•■-•'■"--•-• 


18 


SYNOPTICAL   TABLE. 


i 


Soprano. 


w 


-<s>- 

CHEST. 


^'^' 


~s>- 


FÄLSETTO.    (French  School.) 

—I 


-i^ g- 


'Si- 


-<^- 


HEAD. 
(ThB  Falsetto  of  the  old  Italians.) 


-l5>- 


S 


_f2_:^:_ 


MEDIUM 


Baritone. 


9^ 


I^t^ 


_^. 


— I — 


-^ 


-&- 


■^ 
=[==;;[: 


S'- 


ft-- 


JEL 


MEZZO  PETTO. 


Basso  Cantante. 


9^ 


— I- 


-öi- 


-(C- 


i^;:: 


-s'- 


=^ 


-üS»- 


-|2- 


--I 1 — 


HEAD. 


=t=^ 


CHEST. 


MEZZO  PETTO. 


J 


HEAD., 


Basso  Profondo. 


§± 


-?J 


-?ij 


-s»- 


:tìz:i& 


--é^ 


'^?^-\ 


-f=2- 


-iS^ 


i-  te  V  ^^ 


i^i- 


^ 


iS'- 


MEZZO  PETTO. 


J 


The  tones  of  the  female  voice  denoted  above  as  medium  have  been  the  cause  of  some  confusion  in  register  nomenclature.  It  is  a  calamity  that  so 
many  terms  are  employed  to  express  the  same  series  of  tones.  The  old  Italian  division  reckoned  these  tones  under  the  chest  register,  and 
recognized  only  chest  and  head  registers.  Modern  Italians  term  them  mezzo-petto,  or  medium  chest,  and  regard  them  as  a  second  series  of  the 
CHEST  register.  This  last  is  in  accordance  with  the  authentic  traditions  of  the  old  Italian  school  which  left  definite  rules  as  to  the  treatment  of  the 
"  last  tones  of  the  chest  register  "  (Vid.  Mancini,  Chap.  8.)  (For  particular  explanation  of  this  subject,  see  "  Registers  "  and  "  Union  of 
Reciters." 

*  The  small  notes  denote  exceptional  compass. 

(a).     Among  low  contralti,  sometimes,  the  voice  must  not  carry  open  Chest  tone  above  0  below  the  staff. 
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TABLE     OF     CHARACTERISTICS. 


(FEMALE  VOICE.) 


There  are  two  classes  of  pure  soprano  voices,  viz.:  the  sottrano  acido  and  the  soprano  sfogato. 


1  The  soprano  acido  is  very  high,  light  and  flexible.  It 
has  but  medium  power  in  the  chest  register.  It  vocal- 
izes mostly  in  timbre  clair.  (See  remarks  on  timbre, 
p.  14.) 


Extension 


Examples. 


Amina.     Sonnambula.     Bellini. 
Linda.     Linda  di  Chamounix.     Donizetti. 
Queen  of  the  Night.    Magic  Flute.    Mozart. 


The  soprano  sfogato  is  high  and  powerful,  but  of  lower 
range  than  the  acuto.  It  is  capable  of  great  dramatic 
expression  which  lies  for  the  most  part  in  the  head 
register.  It  has  less  flexibility  than  the  soprano  acuto, 
but  its  chest  tones  are  stronger  and  deeper.  It  vocal- 
izes in  a  beautiful  timbre,  between  the  clair  and  the 
sombre. 


Extension. 


Examples. 


-r    .  -(5>- 

a.  Lucrezia.     Lucrezia  Borgia.     Donizetti. 

b.  Marguerite  de  Valois.  Huguenots.  Meyerbeer. 
.c.  Domia  Aiina.     Don  Giovanni.     Mozart, 


(At  rare  intervals  the  high  range  of  the  aado  is  found  in  combination  with  the  qualities  of  the  soprano  sfogato.) 


3  The  messo  or  medium  soprano  is  powerful,  brilliant  and 
dramatic.  Its  chest  tones  resemble,  in  strength  and 
in  character,  those  of  the  messo-coniratto.  Its  head  tones 
are  clear  and  strong.  Occasionally  it  is  of  a  lighter 
quality,  and  develops  much  flexibility. 


Extension 


Examples. 


'a.  Leonora. 


Favorita.     Donizetti. 


b.  Zerlina.     Don  Giovanni.     Mozart. 


The  contralto  has  two  characters,  upon  the  careful  distinction  of  which  depends  the  success  of  this  kind  of  voice. 
They  are  the  mezzo  or  medium  coiiiraUo,  and  the  deep  contralto.  ' 


4  The  mezzo-coniralto  is  of  lighter  quality  and  of  higher 
compass  than  the  deep  contralto.  It  often  resembles  the 
mezzo-soprano,  but  is  unable  to  sustain  a  fine  caniileiia  so 
high  as  this  voice  by  an  interval  of  a  third.  It  may 
have  also  the  lower  tones  of  the  contralto,  but  without 
their  power.  It  is  capable  of  much  flexibility.  Its 
middle  tones  are  round  and  full  ;  its  upper  tones  strong 
and  clear,  but  less  sympathetic  than  those  of  the  mezzo 
soprano.  It  is  among  the  finest  of  voices,  but  remains, 
unfortunately,  too  often  unrecognized. 


5  The  deep  contralto  is  characterized  by  a  very  low  range  of 
great  strength,  and  by  almost  masculine,  but  very  sym- 
pathetic, quality  of  tone.  These  low  cmdraUi  must 
be  patiently  taught  the  use  of  the  head  voice.  Great 
care  must  be  observed  not  to  carry  the  chest  voice  too 
high. 


Extension. 


Examples. 


h-k 


Extension. 


a.  Orsini.     Lucrezia  Borgia.     Donizetti. 

b.  Tancredi.    (Opera  of  same  name.)    Rossini. 


U^L 


i 


i-ia;' 


Semiramide. 


a.  Airsacc.     Semiramide.     Rossini. 
Examples.  I  b.  Pier  otto.     Linda.     Bellini. 

c.    Coiüraüo  role  of  the  Messiah. 

*  Though  of  medium  range,  nevertheless,  in  character  a  deep  contralto. 


Handel.* 
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THEORY   OF   THE   SINGING. VOICE. 


TABLE    OF    CHARACTERISTICS.    Continued. 


(MALE  VOICE.) 


The  tenor  di  grazia,  lyric  tenor,  is  very  high  and  flexible  ; 
possesses  great  endurance  on  the  high  notes  ;  vocalizes 
mostly  in  timbre  clxnir  ;  inclines  somewhat  to  guttural 
tone  ;  often  very  sweet  and  sympathetic,  and  without 
much  power,  and  apparently  of  limited  compass;  but 
possessed  of  a  light  head  voice  capable  of  great  culti- 
vation. 

The  tenor  di  forza,  heroic  tenor,  is  strong,  dramatic,  and 
well  adapted  to  declamatory  roles  ;  likes  to  sing  between, 


employs  but  little  the  head  voice,  mostly  mezzo  petto 
and  chest;  vocalizes  usually  in  timbre  sombre.  (At  rare 
intervals  the  high  compass  of  the  lyric  tenor  is  found 
in  combination  with  qualities  of  the  teiior  di  forza.) 


Extension. 


Examples. 


i 


(«) 


J^^ 


-t5>- 

-I — 


fe 


-X 


('&.  Raoul. 


Huguenots. 


Meyerbeer. 
lb.  Fernando.     Favorita.     Donizetti. 
ic.   Ottavio.     Don  Giovanni.     Mozart. 
k^d.  Faust.    (Opera  of  same  name.)     Gounod. 


Extension 


Examples. 


-i- 
a.  Robei'to.     Roberto  il  Diavolo.     Meterbeer. 

ì).  Lohengrin.    (Operaof  same  name.)  Wagner. 

e.  Poliido.   (Opera  of  same  name.)  Donizetti. 


The  baritone  lies  between  the  tenor  di  forza  and  the  lasso 
caìiiaìite.  It  is  clear  and  flexible  ;  vocalizes  easily  in 
either  timbre,  and  is  of  a  sympathetic  quality  ;  likes  to 
sing  in  chest  voice  ;  resembles  sometimes  the  tenor  di 
forza  in  character  and  quality,  when  it  is  termed  teiwr- 
baritone,  though  never  able  to  sustain  a  caìÉilena  so  high 
as  this  voice. 


Extension. 


Examples. 


a.  Rigoletto.     (Opera  of  same  name.)     Verdi. 

b.  Enrico.     Lucrezia.     Donizetti. 


The  basso  cantante,  or  singing  bass,  is  of  a  heavier  quality 
than  the  baritone  ;  in  fact  possesses  the  quality  termed 
bass.  It  executes  caiiiabile  with  ease;  develops  often 
much  flexibility,  and  possesses  as  a  rule  aptness  for  clear 
pronunciation.  Joined  to  this  is  an  easy,  natural  head 
voice,  which  permits  it  sometimes  to  acquire  a  fine  Fft 
even.  It  has  often  tones  below  Al?— first  space  of  bass 
staff — of  such  a  quality  as  to  lead  the  master  to  believe 
the  voice  is  basso  profondo,  especially  if  the  head  register 
be  not  yet  developed.  These  tones  are,  however,  rarely 
of  sufficient  volume  for  large  places. 

The  basso  profondo,  or  deep  bass,  is  ponderous  and  strong; 
full  and  of  earnest  character;  vocalizes  generally  in  timbre 
sombre  ;  sings  almost  without  exception  in  chest  register 

alone.    The  tones,  which  as  far  as  ^\^~  are  noble  and 


Extension. 


tt 


'a.  Figaro.     Barber.     Rossini. 
Examples,  \  b.  Alfonso.     Lucrezia.    Domzetti. 

.c.  Mephistopholes.     Faust.     Gounod. 


Extension, 


dignified,  become  above  this  point,  as  a  rule,  suddenly    Examples, 
thin  and  characterless,  and  of  an  entirely  different  quality. 


m 


jn_3:. 


3 A 


a.  Marcello. 

b.  Cardinal. 
.  c.   Leporello. 


Huguenots, 


Mev'erbeer. 
La  Juive.     Halev^y. 
Don  Giovanni.    Mozart. 


[a).  The  tenor  voicje  must  be  read  an  octave  lower  than  where  actually  written. 


EIEÜCISES   ON  THE  PRODÜCTIOiN  OF  PURE  TONE   OF  UNIFORM  FORCE; 

LOCATION    OF    TONE      {Posare,  Appoggiare.) 


21 


lu  the  beginning  the  breath  must  be  moderately  short.  The  two  small  notes  of  the  exercise  below  are  mental  notea 
only.  Having  sung  through  the  first  measure,  the  singer  must  mete  out  the  residue  of  the  breath  as  if  it  were  still  em- 
ployed in  making  tone.  This  act  of  exhaling  the  breath  without  tone  must  occupy  a  space  of  time  equal  to  that  denoted 
by  the  two  small  notes,  i.  e.  the  first  two  beats  of  the  next  measure,  and  thus  throughout  the  exercise.  The  half 
measure  of  rest  will  then  afford  ample  time  to  recover  a  deep  and  quiet  breath.  The  singer  will  thus  at  the  outset  avoid 
the  bad  fault  of  breathing  audibly,  and  has  at  the  same  time  a  simple  study  for  learning  to  control  respiration.  Draw  a 
quiet  breath,  retain  it  a  moment,  then  attack  the  tone  directly  but  gently. 


^^ 


Ko.  1.« 

tempo  ^  =  48 


To  be  sung  without  crescendo. 


© 


mf  («)  ^' 


-<5>~. 


la (mental  notes.) 


]a (mental  notes.) 


"27- 


la., 


.(m.n.) 


la. 


(m.  n.) 


iS 


ÌEQ: 


^ 


ßPj 


Piano-forte. 


'-öS— 


-iS-'-ö- 


:i?J5i: 


e- 


-iS>- 


=i-h 


-e?- 


r- 


_é 


-a- 


-a- 


-a — s» (>'--e — s- 

-0- 


4   4i  -4 


iif^ 


2_ 


^^L 


■'~<^- 


-es- 


^_q-— :5- 


-a- 


x-=x~^ 


i 


w 


la. 


It: 


(m.  n.) 


ia 


-& Si — 


'S?" 


la., 


.(m.n.) 


=1- 


-© — —a — & — s 
«^ —  ^ ^ è'  ff 


-<5>- 


"  "  \jM       er 


— IS- 


la.. 


'---^ 


-1^ (S- 


(m.  n.) 


-& — s- 


-@ — s- 


-fi? — s>- 


■I 


-^-h 


::=^^ 


(m.  n.) 


~:;z2äzziö 


-C- 


É; 


-^-     -»-     -ijr     -^-      "s^- 


-#-     -^-     -Bf- 


(a.)  See  remarks  on  the  practice  of  the  vowels  a,  o,  e,  /,  z«,  according  to  their  Italian  sound,  page  15.     Not  the  hright, 
open  ä  (ah),  but  a  medhmi  ä  (ah)  is  hüended  here. 
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EXERCISES    ON    PURE  TONE   OF   UNIFORM   FORCE. 


M 


No.  1.' 

tempo  J  -  48 


9 


*       la (mental  notes.) 

Piano-forte. 


"Sr 


■-t 


-iSt 


la (mental  notes.) 


la. 


(m.  D.) 


la. 


(m.  n.) 


e 


;ì:: 


m^p 


-öl-        -Or        -« 


-7^: 


ä #- 


&! Si 


3ä5 


:ö=5t 


-S- 


zÉ-izÉnzisrzzÉz 


^i=, 


-ö» -S'- 


I        I 


-@ 0- 


:s— -s? 


«— tf- 


H ^- 


:ö=^ 


=^ 


-4^ 


I       i_ 


T-!^ 


_fa p_ 


*— ;- 


:p: 


5; 2^-L-^ é jd—9- 


*  Every  tone  is  formed  at  the  glottis.  That  phraseology  is,  tlierefore,  incorrect,  whicli  bids  a  singer  "form  the  tone  in  the  front  of  the  mouth." 
The  tone  should  he  projected  forward  and  made  to  vibrate  at  the  front  of  the  mouth.  This  is  effected,  not  by  distortions  of  the  lips,  but  by  a  firm 
support  of  the  breath,  as  explained  under  "  Respiration." 


i 


^^^=t^ 


u 


-s>- 


la. 


t/ 


^ 


-G>- 


■=^- 


-zr 


-i -i- 


-G>- 


titii: 


is: 


:t: 


-(S (51- 


(m.  n.) 


la. 


(m.  n.) 


la (m.  n.) 


la. 


(m.  n.) 


-<^- 


-& — s- 

— I 1 ^.. 

-a-    -a-    -e- 


-^: 


-t5-       '-~s> 


t=rU 


-a-    -#-    -a-    -e- 


-01- 


:^ 


--^--- 


-a o 


■^=: 


-0 9. — a- 


'--X\ 


! 1_. 


stiigifzö: 


:gii_-i=zg. 


-i--: 


itz=cz=t==t 


-0^ 


-^- 


-fSh- 


'&- 


^^=F= 


-?5l- 


-(2- 


la. 


-i5>- 


(m.  n.) 


la. 


-"Z?" 


(m.  n.) 


la. 


■<S ^- 

■ö' ö*- 


sj       g{~'  ;ii!:zz:»zzig: 


« — 0- 


::^=T- 


^ 


--^-=xi 


-Gh- 


(m.  n.) 


la (m.  n.) 


=^"F= 


::jr 


:4r=43=q— q: 


;g?=az=iz=i: 


r3-n^=!l=Ö: 


3= 


-,s^      -^-  -0-    -e-    -a     -•- 


o — 0 —  0 — a- 

-  H i 1 1- 

-•-      -*-      -9-      -9- 


_f5L 


zf:: 


i^ 


— 0»- 


iS" — ff— 


P-,i2 f2. 

:| — rz 


pzzzpzzzs: 

tz:^z=t: 


i 


^5 


ISI 


la. 


i=. 


:^=q: 


(m.  n.) 


la (m.  n.) 


— ST' 

la. 


(m.  n.) 


la. 


(m.  n.) 


P=S 


la 


-e-    -a-    -a-    -a- 


-s> — —G> — e — s—0 — e- 


X-r- 


:^zzz^zz=1=^zzz:±zz 
g— Ig— S;-:gz^z^ 


3-: 


^    g:     g: 


s-ä 


-isa-      -is-    -iS- 


ipuzqzzzq: 
zjii 


i^ 


:pi=P=*~ 

zt-i 


=^^= 


:gr 


ig:: 


i 


EXERCISES    ON    PURE   TONE    OF    UNIFORM    FORCE. 


^^- 


No.  2."  Moderato. 


Ö 


'À' 


la la.. 


::J: 


la 


la., 


la 


I^Zi 


la 


~i^ <5 gi Ö 

la la 


:^iq-4 


la 


l^- 
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X^-- 


£e 


fm  Pianoforte. 


=1=^=1= 


ZlNt^ 


-«i é «I- 


Ì$_feEÌEElE3^ 


-g-i-S-ii — ® — > — Ö — ? — ^ 


^    1/^    r 


I 


f 


-?- 


-#-s-» 


.USI / Mtt L 


■»— MP— ^ 9- 


/         ^ 


la.. 


S 


*=^=ö: 


:|=^^ 


la. 


-e-"-» 

la 


-^ g —   ^       g- 


IE: 


=tT: 


=:J-^-L4- 


la. 


la. 


la. 


la. 


la. 


la. 


-NiT-^^ 


5zqz5i 


-« Or- 


ìr::=f:=^3=ì: 


-^i<-^ 


^"i^^- 


:é-=:b: 


-^    -#      -^ 


— I— 


-?i iO f^ iEi ?S m — ' — éa — i é3 5i_ 


-a— '— a— ^ — 0- 

H— ^- 


#   V      # 


9t:^r-^-ì-=^=ì 


:fc=É=Éz 


Ns,    N>, 


:^=5 


3F^: 


È;;:^4=EF=ì= 


-g-^-g-*^— g- 


F=^;=?=t?EBE=t= 


-i^ — 1*^ 


-i^ — ^ 


i 


-^ — g — ^ — g- 


ZÉZtZÉZ«! 


^ö; 


-g — P — g- 


-e-W~-o-f—@ |=p-J^ 


la. 


la. 


la. 


la. 


la. 


la. 


i 


s 


ÌEÌEEÈ 


is N- 


:it2zÉi2z=it 


« a- 


i <«=l f Ì- 


-N — N 


i"^ 


> N- 


iv Nr 


-^ — g 


1— i-H—i 1 i- 

:zìi?zéz?zié=è: 


la. 


la. 


la. 


_g_ 


N— z^v— — 1- 


i_  z_zp — ,:? — i, 

l-~^-^-r^— fczzl 


:^: 


^^^^^^ 


:iz2zat2=É: 


È-ZÉZiZEZÈ 


l^=^^==i= 


9-^~»-^—e- 


iz^^z^. 


S 


■g-*^-g-*^g- 


a/ g ^ g- 


-^-g- 


;^z^z^zzzizz=1z^=1: 
gi-g— g — ^zjzzzgz=^=É: 


la. 


la. 


i 


l=±=È 


la 

T— N — N- 


la. 


la. 


la. 


la. 


la. 


-g-"-g 

la 


^=i= 


éz±:é. 


-«— ^e- 


z:=:t^^:^^. 


«!" — g ah 


ì=^=^È=3^ 


--- N^-N 


*?-d^ 


#    V      é 


-ä-     -É- 


« — g •- 


§f^^feÖ^ 


'S-M- 


-y — ^- 


i-  — .g — 1^—9^^^- 


:F 


f-^-f-n- 


-V- V- 


t-  -F=l-=^"=l=-  -P=F.^=¥=^=i=' 


-t 


-K— ^-K 


(a)  Having  assumed  the  proper  position  of  the  mouth  for  one  vowel  sound,  this  position  must  remain  unchanged 
so  long  as  the  same  vowel  is  being  sung.  In  passing  from  one  note  to  another,  there  is  always  an  inclination  among 
beginners  to  alter  the  position  of  the  mouth.  This  is  a  bad  fault,  and  must  be  studiously  avoided,  for  it  changes  the 
quality  and  character  of  the  vowel. 


2, 


EXERCISES   ON   PURE   TONE   OF    UNIFORM    FORCE. 


Tfc 


^ 


la. 


-e — ^ 

..        la. 


5^ 


la 


:«^--ÌT^ 


-&-"-&- 


la., 


la. 


la. 


la la 


---A-T=\- 


la 


infc 


P 


i^ — 4 


-K«?— N^- 


:g-— ^: 


l--==d=l==l= 


"7 — N~ 


t 


-a-    -tfi-      -a- 

-e-    -a-      -0- 


-l2z=^=|=^|: 


-k' 1»^ 


ì==?==l==?=| 


-h-^-h-7- 


V 1^- 


1 — I i 1 — s-, — i— / — ■ 1 -^■- 


Exercises  Nos.  2*^  and  2''  are  based  on  the  formula  of  the  trill.  Though  a  complete  trill  is  the  result  only  of  years  of  systematic  practice,  the 

study  of  it  in  slow  tempo  may  be  begun  almost  at  the  very  outset.  It  is  an  admirable  gymnastic  for  development  of  voice  and  flexibility.      (See 
"  The  Trill,"  Part  III.,  and  also  Ex.  No.  8.)  - . 

No,  2,*     Moderato. 


--X 


^f^^^^^fJ^r^-i  i-l 


mh^. 


s- 
la. 


la. 


la. 


-jb — « 
la 


la. 


la., 


la. 


--t==^Et 


±2=^5- 


mn  Piano-forte. 


W         W' 


w  i 

:=*=-*: 


é — É^     k      »    ■  s 


:i=t 


Av    s 


5--:^ 


^--- 


•«    I» 


-[7—^ — r- 


_Ä g 5. 


:^: 


:tfe.i2: 


-©— ^ — 0- 

v— ^ — r 


»t — j~^t~ 


'■^-h 


=l=: 


^^  ? 


i 


P=É=?z=:it 


:^=1: 


la. 


la.. 


la 


^  0  g 0- 


-Jt?.. 


J-a— J — ^- 


la. 


la. 


la. 


la„ 


la.. 


la. 


N      N 


:Nz=N 


^ 


=J=tli 


^^— K 


ü^=t 


-» 


SzJ-^-'f 


« 9 


'^ « ?i /a =_ 


-&—'—& 


H-5- 


:^: 


lEEEti 


-af- 


fi>,    P»      !       ?- 


-é-*f-é-^—ia—i 


-e-    -0-      -0- 


-0- 


^ 


±fz 


l=— I     1     ^    ^-M-M-f—t' 


:^=^/- 


1==^=^ 


:E^EE[ 


-0-zr-S 


±£=2: 


-r 


-t^ — t^ 


I 


=»=^ 


pi^_p — 0^:=^- 


:^ 


la. 


la., 


la. 


la. 


la.. 


?=ÈE?3^ 


» — p — 0 — p- 


:pz^p=^=^ 


la.. 


la. 


la. 


la. 


i^^^^uÉ^^^^^^^ 


N      N 


5-S-?; 


■«   '     *- 


'0 — -^ 


±=i: 


^^g     I     é=p 


-0-*f-0-*f — 0- 


P&=t=^=^ 


X_/ i^ 


-ä-^B~*f — É~ 


ì^--^f=4=E=t=^\ 


EXERCISES    ON    PURE   TONE    OF    UNIFORM    FORCE. 


ZO 


m 


-é — (g- 


:äi?zäi?zie: 


_ezi:rä_ 


-t 


^-^:=T- 


-g — ié- 


Aa ]_^ ■  ^     _  _ 


-fl^-0— e 


la. 


la. 


la. 


la. 


la 


la 


la. 


la. 


la. 


N      N 


W 


t^      ;   e« 


tzi^z^X 


>i::i±=t==dz=i 


_i« — /x /a ^^ I ^ 


-0i— — a- 


-e-    -e- 


-0-    -a 


":T 


i^^ziN« 


-_q:      :q: 
-0-    -a-      -0- 


9r=i^r-=^i= 


-@-rr— ©- 


itzziizz: 


-/— V- 


tz::z^|z=.=:^: 


if=^ 


V i^- 


--^--^m 


-®-i^»zir-® — Ì 

-^ k^' P 


ìE^E&'^ZÉ^Z^ElZ: 


All  the  exercises  are  arranged  so  that  the  singer  may  begin  in  the  key  best  adapted  to  his  or  her  voice  without 
disturbiag  the  accompaniment.     Every  key  may  be  begun  independently  of  the  key  or  keys  preceding  it. 


No.  3.''  Ädaffio. 
(a)  Breath. 


dim. 


Breath. 


dim. 


Breath. 


dim. 


mJ^^  -f 


et— 1?«— sl- 


't^é- 


la. 


la. 


la. 


EE 


fjlin    Piano-forte. 


M. 


liE 


'.mz 


y&^ 


1 


J^  *< 


4.- 


zsE^'drnz 


:|zz^k5iz 

-0 ^'tki — 


V 


:s: 


*/      ,-^      *f 


-^  'Le 

zri2^: 


rzz±d2^ 


i?- 


dim. 


V^    '73 

la.... 


1^5=t±*zzg; 


^- 


(^m. 


-e — ^ 


1^ 


i^--^-- 


9 ^ 


B- 


dim. 


-mf- 


-s- 


^szz^z 


=^^ 


la., 


i 


rzzb 


-^-•7- 


w 


:r 


^-i^ 


V 


^z^Ef: 


Z2s: 


:^^ 


P,»- 


i^i^i 


11= 


±^: 


:jz=T 


];# 


-&P- 


.i|=^rl?zzz^z]2| 

— / 1 


-!?ä 


:2s: 


(«).  The  sign  B^==-  signifies  that  as  the  voice  ascends, the  breath,  instead  of  being  forced,  should  be  held  somewhat  in 
check.  To  force  out  a  large  amount  of  breath  for  a  high  note  is  to  force  the  tone.  It  must  be.  constantly  borne  in  mind 
that  the  higher  the  note  so  much  greater  is  the  necessity  for  giving  it  with  purity  and  sweetness,  and  that  the  voice  must 
taper  as  it  ascends. 
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dim. 


EXERCISES   ON    PURE   TONE   OF    UNIFORM   FORCE. 

dim.  J-,  dim. 


3L 


i— 1-4- 


* 


**SèEÌ 


la 


la., 


-i^ ?- 


±^- 


ìlé- 


^-f- 


i^-- 


P^- 


-^=k:t 


If: 


^^ 


©- 


-?o- 


E±& 


^Pi? 


*gf- 


_5fi_ 


1^ 


fc< *• r      t/f. 


^ZWl. 


^ — ^— ^- 


la. 

T N- 


.5«_ 


1-=^^=?: 


j2a: 


-1^! 


?ff- 


-? bi 


=P^4-p= 


:=!=; 


-b=^ 


dim. 


B~ 


dim,. 


t=i=t!iji=^=??=^=^-^=t=l 


if 


Ip: 


=^=¥=? 


la.. 


-©- 


«         ^ 


-fct 


/  I 


1^; 


B'z^z— —  dim. 

3       _       \ta  ^T 


il=f=ä=*: 


^- 


dim. 


^ 


±=t 


:|^^zfe=J^C 


la 


la 


la. 


90- 


■^-^^7-9— 


i>w- 


-g— ?^ti 


-te^^-tf' 


-^5^- 


tei=EkSi=^=ig 


3p 


az^^ksj: 


■LB tl, 


:i?ii 


?»- 


:2@: 


J* 


:*^ 


>- 


:t= 


t- 


^}- 


(Ò)  No  voice  must  be  forced  beyond  its  natural  compass.  It  is  advisable  even  for  pure  Soprano  voices,  if  in  their 
uncultivated  state,  not  to  sing  above  this  point  before  they  shall  have  become  quite  firmly  established  in  the  chest 
and  medium  tones. 
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Ko,  4,     Andante. 
B- 


B' 


\ 


s 


mV 


~e        9 


-g g. 


fci-?f#! 


^- 


B- 


m 


la. 


,..     fm.  n.)       la (m.  n.) 


:^ 


=1; 


la. 


-a<   "    ä- 


-,-.  0 _ß- 


-U 


S 


E 


4- J — ^^ ,f- 


.      (m.  n.)       la (m.  n.) 


Me 


ffiP  Piano-forte. 


mp 


^^mE^^^±M^^;^&m^ 


J.  I  d  Ì  à  I  à  I  é  Ì  é-l  J    lu  à     I 


@ =; S- 


t' 


to 


B 


i 


B~ 


B~ 


^r^ 


^- 


§ 


ViiP 


-a -a 


:«=:1: 


Ér^ZZM 


^=^=]- 


:^ir=É: 


«—I 9- 


Ì  „ 


<S-     ^- 


la... 


(m.  n.)        la. 


(m.  n.) 


mf 

la.... 


(m.  u.)       la (m.  n.) 


m 


È 


t^ 


SI 


^- 


mp 

4i 


^ 


-a-   i    -e-   X    -«-  i 


«I-  i  -e-  i 


|=|zr^ì=|=|=:^=|=^ì: 


-0— = — e 

-0— t:^ — 9- 


€- 


P^ 


^J±:J2z^ 


mEÌ=^È^ 


B- 


B~ 


nf  ^^ 

la (m. 


■ö-i — #- 


5~ 


.(m.  n.)     la ....(m.  n.) 


nf 


e 1- 


-e — -*- 


~^- 


m 


la.. 


(m.  n.)       la (m.  n.) 


s 


% 


s 


t==1=l=3^l^=aEtì 


mp 


-0 01- 


± 


-^-  -Ö- 


-fef 


SI 


w 


%-' 


B~ 


dzi: 


mf 

la., 


-Ö — *- 


5^1] 


-Br= 


^- 


W 


=]= 


fir— *- 


:É=Ji 


....(m.  n.)      la (m.  n.) 


mf 

la... 


:É=t: 


ÌE= 


IgiZZt 


(m.  n.)  la... 


(m.  n.) 


^-Ah 


^£o^È|±alliÈp|a^^tìi3i3^i^ii 


»^1? 


-@ — Ö-     _,      _      _.   __. 

-^    -^-     -Ö-      -Ö-       e    -Bö- 


;^r==r^: 


ff=3=i=3=±EäE^^ 


m^ 


g =g- 


^- 


gte^^i^p^f4^^i4p^^^ 


*See  note   [a]    to  No.  3. 
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'X 
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:é: 


•:J-a: 


-i- 


5;=f: 


é^mà 


8*   -if 


lii (m.  u.)   la. 


(m.  n.) 


-«?— r 


la.. 


:p: 


..(m.  n.)  la, 


m 


(m.  n.) 


^  u    »?;A ^         ^  e  -,  fl     fi«-       J.       ^/^   «  «  «      fl       -»-        -A»-        -*-       i^e- 


^- 


P 


AÉ 


A 


la. 


:t: 


t: 


!<-^-°=^- 


-p'- 


;ti 


S-1 


:t; 


-0- 


(m.  n.)  la (m.  n.) 


iq=q:: 


:_«; — 1- 


(m-  nO  la (m.  u.) 


t^ 


la.. 

,        »»  ,  _       Ü  J_»^/ 

-^ # @ ^s — a — 1-» » — --^-8 — ^ffi ^'^ — *- a « — J-«9 — e^ — le c ; 


mp-i 


:1=:]=-d: 


:^:i: 


ill 


0- 


^i^^^mm^mmsàim 


rp: 


-r- 


0-    -»-     -^ 

9- 


E±E:Ie:EeIeeeI; 


:f:=f:=:t=t:: 


No.   5.  Moderato. 
B 


^--l:=i 


T-X 

-9S- 


FOR   LOCATING   HEAD   TONE, 


T 


VOICE.F* 

„  »i/  la 

PianoL^forte. 


V 


-251- 


id_. 


»i/  la 


V 


-is- 


:-Ei2. 


ml 


T^_ 


m/  la. 


1^0.  6."    Moderato. 
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P^^^^£^=^^ 


la.. 


la 


la. 


:|=--^: 


W 


P: 


i=i?É=l: 


Piano-forte. 

mil    I 


^*i^ 


^'    J    LlA  Ì 


i=|=|z-=:| 


Ì  -J-  i 


i-=-±z-: 


lE^EÌi 


_  j_ 


i=----t=-i^=i=^----- 


^^^^S' 


:;^^^^: 


::^=q: 


-*-^- 


q=l= 


:qf^_qzÖ=qfq^: 


^=t 


-1 — i 1 — 

^  «-* fi- 


la.. 


la.. 


la.. 


^m 


feÖ^;;52^ 


^e- 


-e- 


zzi: 


-a- 


XH  ^ «I S^ 


-ä-  -^- 


9^^=q=È 


tz::z^|^ 


zf?zi|=pzz|: 


-} 


I: 


felEt 


-I h- 


^ 


^-H--p 


» 1 1 ß-g- 


Xz:i 


-ä &- 


— ^r^-  tj — s  -  i  — ^- 

•*!ip^z * 


i 


:^- 


la.. 


P^=4= 


=!^~E? 


t 


la. 


[     {Oppure.) 


Ì^=Ì=^P-r-à=4 


-öt- 


-^ 


J=f=l^=l 


91^=^^ 


-(Ö- 


No.  6.^ 

'  Moderato. 


S^ 


t^ 


Piano-forte. 
-J-      I  . 


:|=l=|=lz:  =iz=l=z:^ 


r^z^T^z^JfzÉz^; 


dzzt: 


la. 


?©- 


t=z;d=fa=i: 


z: az^zz 


Ì7a*- 


:*=t 


:Ö5^ 


jzizzzlzzz^: 


äzzs^äi 


«i/ 
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CE. 


H-^Pö— "»-e-É-d- 


la 


g- 


±-=z:^. 


r^ZÉZH^ZÉZ 


.-e-js^- 


~e- 


—g-e — P-©-a~-- 

9-r-i h-  -i — r-e- 


la. 


la. 


'É- 


fe£t;:_=Ö 


-e- 


p---^=t- 


iì^ 


-ä ì — ^' 


s 


-0- 


p---^ß=t 


?=!= 


i h 


-e i- 

» ir 


=1=:: 


-I — ^ 


la.. 


-s- 


:g=g=i-^-g-ìJ 


-^=1= 


:i=p 


la (Oppure.) 


!=I^^è:;3=^ 


:^: 


::g: 


9i=3=t^ 


:t=^=l^ 


NOi  7.  Moderato. 
f 
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1^0.  8,     Adagio. 
Preparazione  a  piacere. 

-A A A A- 


rciU. 


Adapted  from  lasiperti. 


te 


a  tempo 


^ 


-^ 0 ^ 3- 


la     la     la     la     la     la      la     la 


E: 


=I=F=^ 


-^— ^- 


^=^ 


-^—^- 


mp 


f 


aaEö^ö^;;Ei^EEd^ 


:N— ^ 


=^=1= 


-^- 


-- N— 7- 


rall.  . 

A       A       A       A  ajempo. 

— I 1 N — 


T" 


II3B9K3E9_ 


-^z^7.ezi±àr^zs—±az-JzÉ-izi-iaz-aiÉz 


->- > . > ^ 


roll. 

AAA 


-g-!g_(g_É — ^^z^zà — g 


:it=?iz2: 


la     la     la      la 


la... 


la     la      la     la 


^==t-- 


^r 

'• 


t 


-&- 


:i=3: 


Sa^tEl 


-W~ 


J_^_ 


- — N- 


^=4^ 


t 


If 


:i=^ 


=P s?- 


:!^|=^=4= 


I 


:iz 


a  tempo. 


^r^zzy > > >_ 


la. 


m 


zgLtiàz?=zzÉz^. 

-> >- 


jllLJB  w  -HvVTM  Jicaia 


ztEl^ 


±— s^— i- 


1 — '^-- 


r 


"i" 


rail. 
— > > > >- 


-F 


-a W il- 


ia     la      la        la 


:ì==i=ì- 


Pt 


_l 


=!=!=!= 


a  tempo. 
W^—-> > >- 


? @-W-ß-JR 9-^-0  - 


'@-W eW- 


A 


rail. 
-> > >- 


la 


(a) 


^=^5^1= 


^ 


±1=3- 


la       la       la        la 


=I==F=I= 


tf-  0- 


mä 


^ 


* 


i-- 


i=:=?=^ 


E 


(a)    Pure  sopranos  may  continue  through  to  the  end  of  the  exercise  ;  other  voices  must  stop  at  A,  or  B  as  they  may 
belong  to  the  lower  or  to  the  intermediate  voices,  respectively. 
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m 


w 
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a  tempo 


•  > 


> 


:si?:s 


1 — .'^-^-''-t: 


zntzwzfzzmzr-W 


&-a-ß- 


zz@:?=f:^zi@z?;?:fi=s: 


— LI  gj.  II  JJ.MÌ  vmc  m; iBCTg  "K^J^  ■  ^Jmn-^ 


rallentando. 
>  >  > 


la., 


-N-^- 


la         la         la         la 


:\^f- 


r 


-i- 


aie 


f-=r=± 


± — ?- 


-g     >.       f 


:i=: 


-^  a  tempo.  ■>  > 


> 


"ì ! — ! — i — 


la., 


w 


-N^T- 


^:-riz:=g^«? h 

-^        I A 1 ^ 


> 


B 


-1 1- -(--I 1 i i 1 H- 


i=3=F 


-Ì- 


rallentando. 
> 


-J^ZZT- 


-e- 


> 

-9- 


la  la         la         la 


a  tempo. 


ZSZ^ZßZ^=ßzBZßZ^ZZß 


la.. 


;È 


-^- 


3: 


:t 


_e *;_ 


± 


id^ztz 


J — ^ 


Exercises  Nos.  8  and  9  are  specially  adapted  to  the  female  voice.     Their  great  merit  lies  in  the  ease  with  which 
pupils  learn  to  execute  them  with  smooth  and  pure  tone,  and  with  good  intonation. 


No.  9i     Moderato. 
Preparazione  a  piacere. 


a  fpmpn. 


^ez 


léz 


Dzz:q=:i 


ià — g- 


=1=^ 


-e — i- 
la         la     la     la      la    la      la     la 


j=q: 


zzzzT- 


lezzfzzÉi: 


AdaptRcl  from  lampeeti. 


-^~G- 


la. 


i 


re — !- 


P 


--^ 


aEE5:3 


± 


Piano-forte. 


:ö;- 


-öl- 


-s»" 


-'S?" 


-tSt- 


i;SE 


-G- 


2±1X 


w=^- 


_|i_x_f;_ 


:±ipz 


-(5^- 


tis:; 


^ 


=T^ 


:E 


ii2_-«._;. 


a  'piacere. 


EXERCISES    ON    PURE   TONE    OF    UNIFORM    FORCE. 
a  tempo. 


m=^^ 


;at 


la        la       la       la         la 


la.. 


-g^— g- 


-4 — 9- 


iX- 


-si" 
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% 


? — 4- 


% 


-0 ?d- 


-4«-      -^ 


-|— z?- 


-<5'- 


t^ 


9^^fe^i=^ 


-^- 


:i: 


:i: 


-c?- 


-£?- 


:i- 


0!  piacere. 


-I- 


-I ^- 


H — T 


a  tempo. 


la        la       la       la         la 


la 


-0- 


5S1- 


tf± 


zsr. 


ISI 


:s: 


is: 


:32 


is: 


:^ 


a  piacere. 


%-- 


a  tempo. 


-^ — g    ^    o — g — s — " — @- 


a: 


A     (0) 


-^ — g — »^ — <g — ^ — (g — ^ — a- 


-^- 


la       la       la       la         la 


la 


i 


:t=1: 


^0- 


H h 


-e ^- 


:öi 


~7ry- 


-G>- 


--■    ^     ^ 


-C?- 


-ö»- 


'^ 


-£?- 


— I 


-S'- 


'G- 


-<5?- 


-S?- 


a  'piacere. 


ntrx 


rf^ *■ 


t=[:: 


a  tempo. 


la       la       la       la  la 


la 


-S'- 


l=g:: 


-0^ 


=g'-^ 


I c»i. 


»" 


-is- 


i=g= 


'^ 


A-Jt 


-I«- 


-ö»- 


-ö»- 


(«.)  See  note  to  No.  8. 


-«5'- 


-0»- 


'Si- 
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:J2=r 


a  piacere. 


la 


~9- 


la         la        la     la 


B 


:c=r 


-ß 


-s — ß — 0- 


=E^S 


_..-(=2_ 


si 


la.... 


^ 


^ 


-gß- 


;üe 


:|r:: 


H 


-^ 


-g^- 


=i=:: 


-ö"- 


-s^~ 


12^: 


-S"- 


i_^^_ 


-(^S»- 


-tS?- 


-s^ 


:ö: 


.^,^^- 


-f^- 


a  piacere. 


i 


2=;?= 


-I p= 9 


la         la         la         la      la 


fl>— P— f— P— •— b: 


-C=t 


^bBBDkB 


la.. 


Zfi—g^Zß—ftz^t 


S: 


=^|] 


rl? «- 


:Ö;- 


_g,_ 


.._^_ 


;s: 


rs?- 


-(©- 


Zti^; 


gl- 


^ 


'PeE 


-Si- 


-(5*- 


-S- 


IS 


ON    LOCATING  THE   HEAD   VOICE. 
Strict  attention  must  be  given  to  the  dynamics  and  their  order. 

No.  10.     Moderato. 

*  B'^^=—  dim.  m)  B  ~2:::==^  dim.  Yin  B 


:^ 


-A- 


3: 


PP 


-^'^ 


lo 

la 


rail. 


2- 


itì: 


Piano-forte. 


-^, 


'(9- 


-^f-^^; 
^ 


'^zl: 


^s- 


T? 


>- 


:Ì2S— +-S'^- 


:!' 


:fe 


P 


\a  teniii 


-0^' 


1—X 


lo., 
la.. 


\^À 


dim. 


■PP 


-e>- 


-f2- 


rall. 


(S- 


=feg: 


-,5f- 


-<5>- 


P 


a  tempo. 


'&- 


-gl- 


*=: 


/lo... 
la... 


i 


_^. 


rail. 


-I 


P 


=t?t^- 


-G>- 


ys»- 


=1^. 


'(51- 


^/^/  a  tempo.       n 


m 


:iz^_: 


-^^- 


'-i;^- 


B- 


/lo.. 
la.. 


te 


--]— T- 


3i5i- 


a  tempo.        n 


-(5>- 


dim.  PP 

— Ì2^:s 


rail. 


-1--^- 


■(S- 


m 


zké 


9»~ 


i=#^ 


:^^ 


jflf  a  tempo. 

— I 1- 


P 


<s>- 


?s> — 


y-z^^z 


*  See  note  (a)  p.  25. 


B- 


/lo., 
la., 


=—  dim. 

:te3 


rail. 


fjlf  a  tempo. 


-— Ü— I- 


3<5*— - 
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PP 


=i?,^= 


i— >- 


-e- 


-  dim.  I  /'/' 


^- 


-ö'- 


^=1= 


-A^-'  & 


dim.  [J'P 


10: 


T± 


B^=-  dimpp 


q: 


rail. 


rail. 


--P^ 


-V- 


/lo- 
ia.. 


roll. 


/lo- 
ia.. 


/lo- 
ia.. 


n 


,-&>- 


:^l 


(=2_:f 

'IS- 


-^ — <5>- 


-S?- 


3«= 


.^_ 


::e: 


-s^ 


i:^: 


^i7^-"-"^; 


m 


->^: 


=1= 


SI- 


P 


iìEte 


»1/  «  <emj9o.       ^ 


^/  ffl  tempo.         p 


;ii] 


■^- — h 


e=ti^ 


--05^ 


-0»- 


?t5>- 


1=5^ 


^/  a  teinjjo.n 

—I 4i 1 — 


-I H 


1 


The    slurs    denote  portamento,  or   a  light   gliding   of    the   voice    over   the   intervals  included   by  them.     It   is    an   invaluable    assistant  in 
blending  the  registers.     (See  Portamento,  Part  III.) 
No.  Hi     Moderato. 


t^^^m^È^^k 


te£=n?-1; 


la-a 


Ö   ^ 


feÉEfeìEEEÈiEEl 


Piano-forte. 


'm^ai^^EEEt^^^^M^^fifii^^^i^^äEE^^^Wß 


:^=^ 


la-a 


liiliiiiil^^^^^Sli 


la-a. 


?=i=±=t 


^- 


^l--^=l 


=i 


»i/ 


m/  ^ 


i»- 


^^^^^^^j^^^m^^^^i^^^E^^^^^^^^^A 


la  -   a 


ÉPÈ 


-1^' 


:t:=t:: 


■te 


Mi^^:3^^3l| 


la., 


:Ji5r=1=Wfe 


mf  "*'  mf 


Ü.^ 


m^^^^^^^^^^^^^^^ì^^ì^-^^^^^i 
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-äJ. 


W 


-^ — \—^- 


m=^p=^f^^^ 


la  -  a., 


tzzzür! 


H \- 


p. 


^% 


=^-^=?ä=^-^- 


I — s 


-w-&~ 


-h-h-'"-g-g<- 


|:: 


la  -  a., 


Sf 


« 


tM 


|=|=ì=:|^:ì.|E|:a3ffl:iizj^=t^E$Efj=|=^ 


tr 


-Ö ^- 


-»   o 


mf 


mf 


j^=.=^E|3frfe^z=|zz::^EEp=^|=:=^|E^^iz^ 


=tt#= 


"— *^=^=^" 


P^Sgllgg^^: 


-^— »- 


'.^-g-g-- ■ 

tit;*rpz: 


la  -  a.. 


la  -  a., 


Äfei=^^^^H 


— i      —^ ^^ fe'  -ä T — 


-©- 


mf 


mf 


agypi 


;r-=p=if 


^-P= 


t=Ì=l==?4=t=|=5%tìl?f=^^=4==^=t==ì==g=|: 


i^e 


Ko.  12 1     Moderato. 

B:==-mf 


s 


la.. 


-^ — '■ — ©- 


:i-:: 


-Ì — =Pl-^FÌri- r*^ — =-^ — t  ■ 


-©-   -i^- 


isf: 


— I 


la., 


-x-«=^=i: 


ÉÉi 


«-  -^- 


^■ 


^ì 


-s^. 


fjlf       Piano-forte. 


:g: 


€P- 


l^-ü-^j-,^^- 


t=ì 


@     '^I 


mf 


^'. 


t:te5=i&=: 


P 


T 


-2^- 


-Ö- 


iWi 


_gj_. 


■K?- 


Si 


B^==—mf 

-BO»^ ^^ 


f 


t- 


B:==-mf 


la. 


/ 


o^P- 


^^=^=5 


:si: 


tf- 


tìS: 


3: 


la.. 


i 


^ 


?/i/ 


-(©; 


:=2fe==§b. 


^==t.i- 


S^- 


iÜ± 


'|. 


9-1: 


i^.; 


Zf2--L: 


-G>- 


-<S 


"^ — I to~- 


ti^— R 
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W 


-fS^- 


mf 


ÖS^gE 


-e ^ 


?ZZit 


-9 — ij- 


-i^4 


la; 


la., 


§ 


IS?; 


'i5>- 


jä-±ii- 


mf 


-©- 
-&>- 


V 


aa 


-<s- 


mt 


:^=^^=!^&S|| 


« — tf. 


s 


■S'-' 


t:: 


:^ 


-p»- 


feiriz— giii 


*te 


-i5^ 


*i!: 


*  ft  ^      Otf 


:^^^ 


:*n^: 


:fiÉ: 


a 


la.. 


9 


'0= 


:f^^ 


-<^i 


^ 


tó 


i=^i|- 


m/ 


-^-t- 


m\ 


d^ 


la.. 


IS 


-a- 


-is?- 


ÉgE^lE^- 


-Ö ^ö 


::i?ä 


:g: 


s»- 


mf 


tì 


-fi!-   • 


Ü^i 


SÉ 


-e»- 


\1 


-ö?- 


'-¥^m^- 


j^ 


*=* 


mf- 


S 


-T-^N. 


:«=é: 


?rf 


-ff- 


la.. 


/ 

la., 


^3^- 


fcfeü±öl 


±SS±3 


Si'^ 


mi. 


mf 


k 


ifÖ 


Mt-— — i=^fl 


¥ 


-s^- 


10: 


i=|=Ö^- 


± 


:t:= 


=1= 


Exercises  Nos.  13  and  14  are  to  be  sung  very  quietly,  and  with  no  change  in  facial  expression  ;  these  apparently 
simple  studies  are  peculiarly  adapted  to  test  the  pupil's  control  of  respiration. 


No.  13.     Adciffio. 


È 


§ 


EE 


mf 


i^E^m 


Adapted  from  lampeeti. 


■fc 


-st- 


ia    la      la     la.. 


i?^ 


E^ 


mp 


%'^0- 


~-Sew- 


-&- 


-a — Tf 


iS- 


\M~: 


la    la  la     la.. 


-a 


-@-      -# 


ffiPf 


:t5r^ 


-2?" 

mp 


■i 


&- 


-<5^- 


-Gh 


:g:=tf2 


H-- 


ä*^E 


■sf- 


s~ 


-0- 


"^ 


6: 


tt 


~<5>- 


-£?- 


&- 


plii 
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Adagio. 


:tii7it 


mf 

la     la     la      la.. 


-Ö- 


mf 


:t=^ 


la    la     la      la.. 


3 


feFlP 


-tf- 


-#- 


^© 


:ö::^iii 


:s: 


S 


-Ö'- 


^a: 


^ 


:2a: 


—'S P'S^ 


-0^ 


es 


-i!5'- 


.-S: 


s; 


'(5?- 


n,p 


np 


1&- 


P 


9- 


ir^ 


~gy 


-2^- 


i^ 


=i^F^ 


B?^ 


-Si- 


-T^- 


-ö*- 


ip=l: 


4 


:é: 


mf 

la      la     la     la., 


:^L4,a ^__:i: 


»      - 


I 


-«- 


mf 

la     la     la     la.. 


i^ 


gt^ 


is; 


-^= 


-s^ 


■^ -^--^Ig-^ 


:zM 


J2^ 


iS>- 


U^äZ 


:g: 


mjö 


/??^ 


g 


tol 


S^Fi 


-^ 


:ÌÉ^Ì 


g=i!i;ö=i:t| 


I 


-Ö'- 


-tS^ 


:^ 


PiS^ 


S==s- 


fcfc 


~g~ 


:É^S^EEef 


© 


ft 


ÖB^ 


:é: 


t=^=^ 


w 


frtzi; 


:e=^»= 


^1 


mf 

la    la  la  la.. 


mf 

la     la     la     la., 


P 


Mm=^ 


-G- 


\^ 


-&- 


"f2 tlSZ- 


:g: 


\-k 


\y^^^- 


-s>- 


is: 


5S 


+^g: 


s^ 


-t!2- 


=^^ 


:^ 


^ 


fflp 


ffiji) 


S^il 


»'* 


"s' 


-gy 


:i|^?il 


Sife^ 


-(5^ 


-ö'- 


^1 


No.  14.  ^%w. 


-4     PJ 


f^ 

la    la     la          la., 
la 


^P^P^IIff' 


:*: 


la     la     la       la., 
la 


Lt:=«: 


4^^4^% 


r? 


rif  Piano-fòrte". 


-ss-T- 


iiifc 


i=t^^S=l 


-0— 


i&ii 


Ili 


^—7 — ^ 


I?— 4^— g^-^- 


-s?- 


-0- 


3=^^alÈ 


pEiy^^Eè 


-<5'-T- 


tì 


p:^33f 


:sli 


mf 


§È 


si- 


-e- 


\)      g-^ 
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la        la         la 
la 


-^■ 


=1=1= 


la 


la     la     la    la 
la 


ä: 


^  ^o . 


=É^^^gS|3- 


=i^r^= 


»2/ 


^.-0: 


^iQ^r 


lö: 


179" 


fct^^: 


p— s^-^- 


15'- 


j=?i 


iii 


X 


?* 


T 


© 


»: 


-^--i- 


=^ 


m/ 


i.,zi 


«  Ä^ 


i]|E 


:*=!= 


la         la         la         la ".. 

la 


la      la     la     la., 
la 


-(Sf-T- 


:^: 


iznsri 


-iEE^mÉEm 


-&-^- 


^^ 


^q^i 


21=^ 


fciz 


-,!2- 


fc?| 


Ü 


V 


s 


la      la     la         la., 
la.. 


^I=g 


H=^- 


M 


pz=|EEi^gjJE;j^i^; 


la      la       la       la       la., 
la : 


y  Ö, 


-1?»- 


-&- 


i^. 


'-&-~^ 


_^: 


mi 


)       ^ — tì^ì- — ^-^ 


-ö»^-^ 


ì^a 


:t=:t=t: 

0  ^  K 


i=i^ 


No,  15.   Moderato. 


ÉE 


:l: 


EXERCISES   NOS.  15  &  16. 


|i 


la.rr 
No.  16. 


-a- 
la.. 


la.. 


la.. 


::-4 


-a* 3 


ez?=pi?;| 


— I  -  —1  — I- 


=1=^ 


la... 


la.. 


i 


s 


i=e 


:.-=X- 


:i^: 


-0^- 


m/ 


Tsi- 


,a._^_ 


"P'' 


^P^=e 


-tf- 


-g;- 
'-^- 


-si- 


:tj^=t^ 


:g- 
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la., 


-0- 


zä — *- 


ZÉl 


t 


la.. 


la.. 


la.. 


-0  :j-      -^ 


ill 


i 


W- 


la. 


-g-a 1 — (. 


a=rì 


a — à-^-a — '-ä — '- 

B ^         ^ -3 — -- 


i — ^.r- 


-Ö- 


-0- 

3 


la.. 


aJ^=^=^=3="4=r 


:©; 


3  ^  3  J    -a-'^-s-      -g- 


P^^jji 


"^ 


:2Z=- 


Ü 


^P -^ 


-iS?- 


"r 


f    r 


f 


r 


r 


gfeÉ 


:^ 


-£?- 


.-(2- 


@ -0- 


'--'<§.- 


tf 


*: 


la.: 


Ö 


s 


3t 


la.. 


-0- 


la 


la.. 


"'    3  ^35  3 

la 


-I -ri-» w-e-«— L-i 


3 


±=É. 


H i  1^^  1**^^ 3  - 

J-d ai-d — I d-a-« is-e  - 


ii, 


I 


nf 


i^fi;ö± 


1^ 


tsa- 


la 


±it 


1*^- 


-0*- 


I 


--(51 


-(5^ 


:ö:: 


r 


-5^- 


-<5>- 


f" 


:g:: 


Ä 


la. 


^ 


-»- 


la.. 


:j^zg-^:g=:^i^z^=zgigzÉ=^=^ 


-XT 


e 

3  — 


3 


^iii 


-j^-   -«- 


la..;: 


la. 


33: 


_CSSO^BB CSI^ — 


q=q=T 


Ufc 


I 


la.. 


la.. 


m 


© 


-0'- 


::É: 


zzi 


r 


m 


r 


r 


3tl5fc 


t 


äifi 


L__^-, 


={:: 


-£7- 


Iztzzz 


ss 
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--^=^ 


d;=?i 


-0 h 


t-z:J- 


s- 


la.. 


la.... 


-boo 


la., 


la. 


=P=t=^ 


^SEÌ3 


■@-  3 


:Ä 


•-tf-         *    3 


^=j- 


-i-e—M e-Tà — y- 


-3-« 


-9~%- 


?=i= 


la... 


la.. 


i 


a 


sj 


mf 


i^ES^ 


^: 


-(5?- 


-^ 


r 


a 


5 


-1=2- 


:^i 


^     r 


-p- 


-p- 


m 


Ü 


la., 


It 


:P 


ix 


la.. 


la. 


if^ 


la. 


^mi 


H F-l 1 — I — I 1 ! i »-3-*- 


la. 


^^■^1=35 


40- 

3 


la.... 


lÉifzc 


r*— ^f-^- 


I 


i 


I 


ü^ 


-«- 


-5?- 


I 


r- 


-&- 


-ß: 


-is- 


iS>- 


\ 


91 


=^ 


^ 


t^ 


'^=r=^ 


la., 


S 


4=^ 


la.. 


la., 


la., 


ist« 


la 


3 


3 


5^=E±=I=^^=^=^- 


P=;^^:3= 


-3— 


-3-« 


la. 


'ff — f-P'^' 


-k» 


:tz;: 


=S^ 


tt::^: 


m/ 


r 


lei-: 


r 


lö: 


-(i?- 


r 


-À-- 


t^=M- 


ä!E 


S5 


-» — »- 


— ^- 


::^ 


li: 
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=- z^- — r*-;i 


la. 


la... 


--i=i-- 


:P 


zi: 


:4: 


, a 


^ii 


la., 


la., 


S 


3  3  3  3 


^^s 


»  p: 


0 a-» 


:p: 


■    I — I — i — I — 


la. 


^^fe 


d=dl1=^lJ=^= 


•z^iÉz=:t|:«— Éi?iÉ=zi^t:, 


d=:: 


iÜIII 


la.. 


fc^ 


^i 


i^=^ 


-(S*- 


r 


-iS*- 


r     r       r 


? — f — r 


^*ip 


iSÈÈ 


-iS?- 


ffiP 


m 


s 


la.... 


■-1 --^ 


H #- 


la.. 


la 


la.. 


:ézJ==é 


0- fi-jg-T 


-O a-»- 


la. 


#= 


r 


a 


:g: 


la.. 


i^: 


r 


w 


±=f:: 


-(5Ì- 


-tS?- 


-<5>r 


~J2. 


^=^- 


r 


^-- 


r 


:itiC=i?8t 


-^  ìà- 


:g:: 


* 


-4=^= 


^m 


la., 


A 


la. 


l+t— »---■■ »-P-#- 

1    '    I 1  iiiii^  - 


=^.f 


p: 


=1 


P 


^i*= 


la.. 


-S)- 


r 


j^t 


9iÌg=É 


?      r 


la. 


^ÌEEfeE^E^l3 


la. 

-(5?-- 

r 


la. 


-1^— *-:J: 


-«-J— — \~^ \-- 


:*i*ztzi^=«t, 


*-"-#- 


:!= 


:|rTI 


I 


1=r='T 


* 


w- 


i 


■tr »cSii^ f-'—'-zÈ::: ^2;: — ^ 
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la.. 


la. 


la., 


P 


;ö: 


-£?- 


»i/ 


9^ 


i=^ 


r 


-1^^- 
I 


-^- 


-(S>- 


:i= 


:f 


?:=t 


la., 


la.. 


— tS>- 


-^ 


-r 


-^ 


:kzz=fe 


-0- 
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^i: 


z^- 


-s>- 


W^ 


-•^^i- 


E^g=^^EE^gp^i^^i 


Ä: 


la.... 


la.. 


^-, 


-P-«-* — P-|— #— #-P-#- 


tif 


la.. 


2Ö: 


Ti 


ipfip: 


:C^ 


^ — I — I 1 — I — Ì — ^■- 


zxx 


8-" 


la.. 


EE^=4|| 


^i 


-i5>- 


-«S>- 


-tS>- 


-fS- 


-&- 


-G>- 


Si 


H=L 


tfc 


go 


A 


la.. 


-ii. 


1^^ 


la. 


-iJ. 


P 


mr 


r    ?" 


itì: 


-i^- 


la.. 


-^ 


iit 


•-  3  -■ •-• — "-a 3— — ^ 


=t 


-fS- 


:p: 


-3- 
-ff- 


^=^= 


"^-Iztzzjz. 


gZW=iW 


^I-?Z=^EtTt— t^^ 


la., 


-iS*- 


-e?- 


r 


Jf 


-S©- 


-^-; 


f"  piff 
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q::| 


t- 


la. 


P 


Ä 


la.. 

I 


-i5>- 


9#i^ 


1=8 


-0-W-9 — H-ö-a- 

:r:it:=c=?it=^; 


-SI- 


-ö- 


-(2- 


:|: 


la 


la. 


:=i=^zd: 


:ii«: 


itìzfii: 


^;^=ÉzfzÉ: 


la.. 


12^ 


-t5>- 


-&- 


-»- 


i 


fl 


t 


m 


No,  17. 


-y 


Adagio. 


m 


*=^=i 


3r 


:b: 


-I — & — I- 


X 


I: 


W   /:*-•- 


-J* 


ESJ 


#: 


la  la    la     la    la la  la      la  la.. 


a 


:Ö:: 


-I- 


■•-^=? 


Piano-forte. 


ö*  . 


s^.  -— 


T— N- 


T 1- 


i^i2z^:: 


itìzr: 


P 


-15?- 


EOSSINI. 


S; 


iJli 


^^^S% 


i^-^s^^s^i 


ìéé 


S3e3e; 


:-öit: 


::iö: 


:z^i:t: 


tì: 


:i^i^^:: 


:ijt=^ 


zÖzy: 


t-gi- 


:^ 


::z^-^ 


iÉlffil 


-<S: 


-(S?-    . 


-<5>- 


-£?-. 


:^: 


/**- 


-^- 


-©- 


— ^- 


-^-i 


:1=t: 


— v-^ — 


P. 


:Ézizp=!z: 


3z::ztz=?z 


:dzT- 


fc: 


^^]\ 


la    la   la    la    la la  la      la  la 


— gsi-- 


--SÌ- 


t^^- 


— 1- 


p-^-sa-^== 


-(51- 


^--b — (St- 


— ^- 


_^-_ 


Äfe 


w 


m. 


X- 


zEz 


:bz 


-Si- 


x-H^l-d'- 


r-slr- 


-Ö1- 


■^--^\^:^^-'^^\ 


-% 


m^\ 


-(5'-r- 


S^- 


— ÖI- 


"2?; 


-«- 

— I- 

-*- 


* 


ilB 


;zizT 


-jài 


:3zj: 

-a 1- 


--^^t-ti 


9    pr 


X 


=E: 


-!»-i- 


zzzzzzd: 


s=i: 


E=^öliS 


ft 


la     la    la   la    la la  la      la  la 


-S^-■■ 


-— /g- 


-I— =- 


Wß 


-ö-^-Si-^ 


^-1=3= 


-3-- 


:-ö: 


:^T^ 


z^^z:-: 


nfe» 


F 


ysi 


Pf 


-ö— ^ 


--1- 


72^- 


^-^4_-^ 


-(S 


-<S- 


+-£?- 


-öt— 1 


T-ö^— T- 


-2^- 


i-s*-^ 


^ilSs 


(a.)  No.  17  should  be  vocalized  also  with  the  Italian  o  and  e.  (See  page  15.  for  their  pronunciation.)  The  merits 
of  this  exercise  in  blending  the  extremes  of  the  voice  with  the  middle  tones,  and  in  rendering  the  voice  in  its  entire 
compass  even  and  plastic,  are  extraordinary. 
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\. 


g à- 


la     la  la     la    la... 


fe 


P 


-ö^rr 


mf 


^x 


j-SHi- 


— 1> 


Et 


-i^- 


7^h 


^(2-^ 


-s^- 


::q: 


-öi- 


g^r 


_^j 


:J^- 


i», 


la  la     la     la., 


-K- 


^     «/     4- 


-tS"- 


-Si- 


/? 


:=N=2: 


(2 1.(5=!-^- 


:^ 


^^.. 


EE^ait 


-Ö- 


g^i 


-Ö 


iz^i: 


iz^zr 


-p^^ 


igili 


:^: 


^ 


:è^, 


èSeo 


=1: 


-•- 


:f^ 


iJ: 


N7" 


:tiäi±i:J=iil: 


-•-f:-.-^- 


t: 


t=f^ 


/  jo 

la  la   la     la   la la    la     la  la. 


-f^^^ 


5 


B»^^ 


-OÌ-V- 


-5^ 


isfcz 


-,^ 


-»  ^  ga- 


:g±^ 


^ 


-is- 


zz^^ 


:tì: 


:^Ä4 


:tì: 


:^Sì: 


ü* 


^i^ia 


mi 


OSI 


-s?- 


^ 


^0)^ 


T-ÖI- 


-e?- 


::5 


~s^- 


P^3^P 


-9 ö»- 


"»-^-  -K?- 


-/- 


_^... 


-e?-^- 


F^ 


-c?-^- 


^ 


-e- 

-I — 
-»- 


ip^^^ 


Sì 


-,-*-.-»- 


*i 


la    la  la     la  la.. 


V 


la  la     la   la.... 


■i 


:3 


:ä= 


^ 


II 


'if 


-<S-T 


:ä 


m/ 


PÜ, 


_^_^. 


■*= 


-E?- 


5(,-r- 


:^ 


-«?- 


±-f 


e?- 


:^5 


_,5)_i- 


EE 


P<: 


-2^-^ 
-^^ 


Z^.i_ 


^:; 


-fe-^- 


-0^ 


V 


^ 


:^ 


-(S- 


-G>~ 


'^- 


F=^:^ 


s»-^- 


:^2i 


=5^ 


ö»  • 


Ö5B 


>^^ 


^^£^S 


-B i 1 g- 


la    la  la     la  la., 


% 


-^7=^ 


tfcii 


g>±±=^ 


-f2--- 


_g?_-. 


:ä 


^1: 


mf 


:s:: 


--■— 1— 


-e»- 


-1—^—9- 


n 


T 


^  9 


la   la     la     la., 


& 


-fe?--^- 


/? 

r?-^^^ 


:=ä: 


051: 


:f=i: 


agi 


-(S- 


::i25^f- 


ö|] 


->s>-^ 


SU 


i6 


VOCAL   STUDIES. 


VOCAL    STUDY.    No.  1. 


As  in  the  preceding  exercises,  so  also  in  the  vocal  studies,  the  pupil  must  endeavor  to  produce  pure,  sweet  tone,  and 
must  be  able  to  sing  them  in  forte  and  m  mezza  voce.  The  studies  and  exercises  are  to  be  vocalized  first  with  the  Italian  a, 
then  with  the  Italian  o  and  e.     (See  page  15.) 


-X 


:=!: 


--^ 


#-i- 


Andanie. 


—ì-a-      --ì-e-      -A-fh    —I-«-  — 1-#-      —1-^      -A-Ü-      -A -9-      —j-«-      -j-«-      —j-«-      — !-•- 

Piano-forte. 


'6~ 


Si 


Ütt 


__ß_ 


See 


-^^^ N^H?- 


f^:5=M±|:iiÖ:3z=Ei2; 


-^-«f--N^-^- 


:5z?z=i:2z"- 


t±2iz:^5z5: 


-à-'Hf-rf-f- 


-ö-i- 


-*— 


,ö  • 


■  J^  ■  -A — s 1^-*- 

•^     -^-a-      -A-e-        -4-c- 


■S 


asEES 


g^?=£l:~IS= 


-•-jFl^-: 


fi 


^*f    ^ Y\*if    •n~ 


zzt^l 


"7~T" 


:éz^: 


:fe 


^ 


-tf- 


-•- . 


3 


-•-  • 


P^i^^P^ 


,~xTi- 


i 


1^=1" 


Ì^-Ìz=Éiz?zii^: 


^ 


^= 


S^ 


-•-T- 


:# 


#S 


-i-f ^^- 


:J^r 


fl-li- 


=ib=^V-^ 


3=?=: 


• — • 


-«-  • 


-•-^ 


-e-^ 


_e_i- 


Itr: 


:;^~ 


ti±: 


:Äip^ir=i: 


Elt=tlMiz 


.       ,•         »r       ^f^        or 


-0-1—    -•-p-     -*■ 


^rt=p: 


.^_1=- 


È 


4^- 


• — r  ■ 


3=35ì:5S 


a^ 


«-=- 


'f=^p 


:-ej-^-d — ai- 


-«-«- 


-^-a^-aj      ä  — ^- 


#- 

-^-t 


S^^gEiE^ÈffiEf^I 


» — ^ 


-H-5 ^-i- 


0\ 


-i- 


-0-0- 


M 


:p=pzg— ^T— gi;zp=p 


"p-^=1s- 


I ^-u^ — i — \/-^- 

The  X  indicates  half  respirations  ;  the  »  indicates  full  respirations. 


L       ^ 

#=^ 


-,iB_:  :_^_^_^zzz^ — É_:  :-^      &      j» — g  z  z^z^-:«_^ 
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-e-^ 


-X_ 


-JtHL 


jiZT. 


-A A- 


riiard. 


t^q.^:-^^        jeT^ih      ^a      g0       ^g     j^       ^*      H*     ^^^^^        é-      -9- 


I-/CN- 


pi 


•^        -é- 


:éz±z2: 


I 


iTs — :>: 


-/r\- 


i 


f-^^-ä-f-f-  f-'M-^^-^ 


-^M-m^-*f' 


-*?-*^-^^-'?- 


-*?-?-^^-«f- 


r^-d±± 


-ä-' — É 


iN'f-^-F-^- 


g  '   '  g- 


-#^ 


These  vocal  studies  may  be  iised  later  as  solfeggi.     (See  Solfeggi,  Part  11.) 


VOCAL    STUDY.    No.     2. 
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Moderato. 


(FOR  SOPRANO  OR  TENOR.) 


Adapted  from  MAECHESI. 
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To  subjoin  here  a  number  of  studies  sufficient  to  satisfy  all  classes  of  voices,  would  be  quite  impracticable.  The  few  that  are  furnished  are  to  be 
taken  as  indications,  rather,  of  the  kind  of  studies  to  be  employed.  Thus  Vocal  Study  No.  3,  is  a  sample  of  elegant  legato  and  cantilena;  Nos.  8,  10 
«&  11,  of  execution,  «&c. 
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n  Moderato. 


VOCAL    STUDY.    No.  4. 

(FOR  SOPRANO  OR  TENOR.) 
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(,  Allegretto. 


N IV 


VOCAL    STUDY.    No.   B. 

(FOR  SOPRANO  OR  TENOR.) 


Adapted  {rom  BOBDOGNI. 
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Andante  con  moto. 


VOCAL    STUDY.    No.  6. 

(FOK  SOPRANO  OR  TENOR.) 


Adapted  from  BOEDÌisE. 
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SCALE   METHOD   AND   SCALE   PRACTICE. 


THEORY  OF  THE  SINGING  VOICE. 

FLEXIBILITY.    (Agilità) 

The  flexibility  of  the  throat  is  its  capacity  for  executing  all  kinds  of  roulades,  turns,  &c.,  correctly  and  rapidly. 
The  singer  who  pretends  to  cultivation  must  possess  as  faultless  a  technique  in  this  regard  as  the  educated  pianist,  or 
other  instrumentalist.  Indeed,  no  voice  can  receive  that  thorough  development  demanded  by  the  master  works  of  song 
without  long,  patient,  and  intelligent  application  to  the  study  of  various  forms  of  the  scale. 

The  first  condition  for  acquiring  pure  flexibility  is  the  strict  observance  of  the  rules  concerning  attitude,  position  of 
the  mouth  and  of  the  tongue,  and  respiration,  laid  down  in  Part  I.  Having  found  the  mode  of  practice  best  adapted  to 
his  or  her  voice,  the  singer  must  abide  by  it.  This  is  the  very  essence  of  method.  Of  the  many  faults  common  to 
scale  practice,  that  of  elevating  the  head  too  high  and  stretching  out  the  chin,  or  of  lowering  the  head  and  drawing  in  the 
chin,  is  quite  prominent.  The  latter  is  peculiar,  especially  to  low,  the  former  to  high,  voices.  Such  positions  must  be 
carefully  avoided  lest  the  singer  choke  the  natural  flexibility  of  the  larynx  at  the  outset.  In  executing  any  passage 
on  a  certain  vowel,  the  mouth  and  tongue,  having  once  assumed  the  position  proper  to  this  vowel,  must  remain  immovable 
from  the  beginning  to  the  very  end  of  the  passage.  Any  change  from  this  position  causes  an  immediate  change  in  the 
vowel. 

Not  only  beginners,  but   many  who  have  studied,    may  often  be   detected  commencing  an  ascending  scale  with  the 

mouth  hardly  opened.     On  the  approach  to  the  middle  notes  of  the  run  they  will  open  the  mouth  Avider,  and  on  the  high 

notes  sometimes  stretch  the  mouth  open  to  an  exaggerated  width,  to  return  to  the  original  narrow  position  on  descending. 

Such  bad  habits  are  strictly  forbidden,  and  the  singer  will  find   it  useful  to  practice  before  a  glass.     With  ascending 

intervals  the  larynx  rises  involuntarily,  and  the  tone  needs  more  than  ever  that  the  breath  be  well  supported  according 

to  the  rules  already  given.     All  movements  of  the  head,  chin,  lips,  and    tongue  prevent  the  pupil  from   obtaining  that 

support.      'J'his  is   eminently  necessary  on    the  approach   to  the   higher  notes.      To  change  the  position  of  the  tongue 

abruptly  in  order  to  obtain  a  high  note  is  grossly  incorrect.     Such  method  necessitates  a  change  in  the  character  of  the 

vowel  sung,  and  is  not  legitimate.     We  repeat,  any  other  means  of  obtaining  high  notes  than   a  well-supported  respiration, 

total  disuse  of  force,  and  absence  of  voluntary  movements  of  the  tongue  or  mouth,  other  than  an  almost  imperceptible 

widening  of  the  latter,  subjects  the  vocal  chords   to  an   unnatural   strain,  and   is  prejudicial  to  the  last  degree  to  pure 

vocalization.     Grace,  and  purity  of  tone,  must  never  be  sacrificed  to  mere  loudness,  nor   to  any  mechanical  increase  of 

compass.     These  principles — the  experience  of   every  well-educated  singer — were  long  ago  tested  and  approved  by  the 

old  Italians.      They  are  stated  most  lucidly  in  the  methods  of  Tosi,  Mancini,  Giraldoni  and  Laraperti,  as  well  as  in  the 

traditions  from  the  celebrated  Johann  Miksch,*  as  found  in  the  published  works  of  his  pupils,  Sieber  and  Mannstein. 

INTONATION. 

Unless  every  tone  can  be  delivered  on  the  pitch  required,  singing  becomes  impossible.  The  defect  of  flatting  or  of 
sharping,  i.  e.,  of  singing  lower  or  higher  than  the  note  demanded,  may  have  merely  temporary  causes.  These  the 
teacher  should  examine  most  carefully.  He  should  hear  the  pupil  sing  under  various  circumstances,  as  well  as  different 
phases  of  the  weather.  If,  after  repeated  trials,  there  be  no  improvement,  the  pupil  should  be  advised  to  devote  his 
attention  to  the  learning  of  some  instrument,  and  to  hear  often  good  music  well  executed.  Should  the  defect  still  remain 
after  such  routine,  the  case  is  hopeless,  and  all  attempts  at  learning  to  sing  would  be  time  and  money  thrown  away. 

There  must  be  no  audible  preparation,  or  anticipation  of  a  tone  by  sliding  up  to  it  on  some  convenient  interval.  Every 
tone  must  be  deUvered  directly  and  purely.  Scales  need  not  begin  with  the  noisy  stroke  of  the  glottis,  so  common  of 
late.  Simply  retaining  the  breath  a  moment  before  dehvering  the  first  tone  is  sufficient  to  make  the  attack  of  the  tone 
clear  and  distinct. 

*  JoHAira  MiKscn,  the  pupil  of  Caselli  the  pupil  of  Bebnacchi,  whose  taleated  exposition  of  the  principles  of  his  master  Pistocohi,  of  Bologna,  rendered  this  school  so 
world  renowned. 
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There  are  certain  notes  of  the  simple  scale — volatina  semplice — which  beginners  generally  sing  out  of  tune,  either  flat 
or  sharp. 

Simple  Volatine. 


?EB^a 


These  notes  and  the  manner  in  which  pupils  are  inclined  to  sing  them,  are  given  in  the  following  scheme. 

SCHEME    A. 


Adagio 


Flat.     Sharp. 

A ^- 


W---J.- 


Piano-forte. 


-G>- 


--%- 


-ÖI- 


3; 


-<s>- 


-fi?- 


^1 


Of  the  ascending  scale,  the  second,  the  sixth,  and  the  seventh  are  the  most  difficult  to  intonate  correctly.  The  fourth 
is  comparatively  easy,  though  often  sung  false  (sharp)  when  not  a  note  of  the  accompanying  chord.  Of  the  descending 
scale,  the  second  and  the  third  are  the  most  troublesome.  In  general  the  notes  apt  to  be  sung  false  are  those  foreign  to 
the  common  chord  of  the  key.  It  is  well  to  practise  the  scale  at  times  without  accompaniment,  letting  the  thoughts 
and  intentions  precede  the  tone.  The  following  schemes  will  prove  of  substantial  benefit  in  aiding  the  pupil  to  secure 
good  intonation. 


Yoice. 


SCHEME     B. 


% 


&c. 


SCHEME     C. 


&C. 


'^ 


E: 


ml 


Adagio. 


-<5> 
a 


I     )  Italian,     the  same  ; 
o 


-iS -I 


the  same  : 


ÌB;Se3:fée 


©£ 


^ 


« — « — « -■ 


^/  Piano-forle. 


&Q,. 


_i — 


-•s>- 


^-h 


:^: 


^e^EE 


3:i: 


-<&- 


2^- 


x_(5,_ 


S^ 


the  same  ; 


-ir\ 


mf 


=ESai^5 


-•-*-»- 


Sie: 


i:: 


-r^^■ 


I^ 


-g^- 


Scheme  B  is  to  be  sung  first  with  a  (ah)  and  then  with  the  other  vowels  according  to  their  Italian  sound,  (see  page  15.)     Scheme  C  is  to  be  practised  only  when  the  pupil 
has  learned  to  intonate  scheme  B  correctly.     The  schemes  must  be  transposed  to  suit  the  compass  of  particular  voices. 


Instead  of  numerous,  consecutive  exercises  on  the  interval  of  the  second  through  all  the  keys,  then  upon  the  interval 
of  the  third,  &c-,  as  put  down  in  many  Methods,  it  has  been  the  author's  experience  that  short  exercises  on  all  the  intervals 
in  their  order,  remaining  in  the  same  key  until  the  whole  scale  is  complete,  are  more  practicable.  Certain  it  is,  that 
they  are  far  less  annoying  to  the  musical  sense  of  the  singer,  give  him  a  clearer  notion  of  the  relation  of  all  the  intervals 
to  each  other  and  to  the  whole  scale  in  a  given  key,  and  are  not  fatiguing. 
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Ko.  18.'' 

Moderato. 


57 


2 


^ 


-^   -a-  ^-a^  4-a 


qiqii^t 


"S 


2         !      [a) 


a     ^ 

(5)     ^ 


ii 


ä^ 


Sfe 


:È: 


Piano-forte. 


^^^^___^ S ^ — ^ i ^  ^ ^ "^ s5 L ^ — *  *^  ^ — BBL—.^ — ^ ^. 

^'     fivw-g *-• ; t|  «— ;^ It^-ö T vtö^: \^-B ^ 


&^^^jAiiLjX 


lì  _ 


-9  9 — r* 


-r^ 


r 


g 


^ 


<^v-» 


^-0 


:e 


a 


0 — ^^^ö"- 


^ 


^ 


-jt. 


i 


J  i  1 


Jll    J i    1_  idi-A 


-2^- 


^IgEgrr^ 


T-Ö^ 


all 


Tt€ 


Jill 


^* 


So,  18.' 


u. 


Moderato. 


^X^-^- 


-ö-"-®-jj- 


H 1- 


m 


e-   ^ 


m 


j-d-j'ii  ji-  j'^i 


I      P<a 


|E# 


0 Ö-Ö .7- 


-i^H- 


Jl_  Jj_.li:^J, 


t;4i:i±|: 


ÉSÈ 


-^ 0  -  0 i-i-f^i 


i-  J^ 


1_ 


'fe- 


•i-^|i|=|=j=:t=ite|^: 


? 


(«)  Where  the  tonic  and  third — in  No.  IS.'^,  B]?  and  D — are  prominent  notes  of  the  accompanying  chord,  they  are 
prone  to  approach  each  other.  This  circumstance  renders  the  pure  intonation  of  the  2nd  all  the  more  necessary,  since 
it  prevents  the  1st  and  .3rd  from  nearing. 

(J)    These  five  notes  are  often,  wrongly,  slurred  together.     They  must  be  practised  therefore  with  a  slight  rallentando. 
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ETo.  18/ 

Moderato. 


i^-^^|i^£|*s|iS3p[p;§^^^^^pi 


fe 


^ 


I- J — ■ ■ J 1 J Ll 


© 


^iü 


*r*^ 


rv 


r 


=s^ 


iLii^^^^^^ 


ä^l 


rrn 


ä 


:^=l= 


ri»,— ^^ 


:|=ä^=5^=E 


-#-  -s^ 


Üfe 


:b 


S3eÖee 


« — <s^ 


:i[S[i^Ö 


-s^- 


--^=^ 


il^ 


isg^i^^^lfe^ 


No.  le.-^ 

Moderalo. 


~2        I 


fc^=^ 


me 


[[1^1 


r 


t^J=l=^. If: '* "^ 


iÀÈA^iì^A^Ì 


IIS^gEfe^ 


P=i=^ 


-f-s- 


^IJ^t^^N^i^t^  M=?=^=^P^t 


^ 


:S£a 


gt^Ä_^, 


iz«: 


2\ 


i: 


im. 


ö 


i 


J^^fe=^^f::M=^ 


EZÖ 


iöippi^s 


SCALE   METHOD   AND    SCALE   PRACTICE. 


Ko.  18.« 

Moderato. 


59 


( 


r^n 


Ete 


ì; 


=l==^E^E5EÌ3fe 

r       -#-  -«- 


I3t^-: 


£BE:C: 


-»-O- 


:fe 


iii|lil!3iiii^||l±[ep33^1g*^^] 


l5^aESEi=^5t5Ìgs^a^:3^E5t5ÌI;te 


i 


±=i: 


-e-  -<5>- 


iiiilü; 


:e=ö: 


-■i^: "-?■: ".f:i "-:^. "— -" J: ^ ^^ 


No.  18/ 

Moderato. 


'^^^^^^s^^^-^i^É^^^^^^Mmi 


w 


«-Ir:?- 


0 


t-e 1— « t.fl| t—fl J    _a_t.a c — a  g t-s it 


^^^mm^^i^msÈ^^^^^^^i^m^^mÈ^s^^^ì^^mm 


zk 


I  2 


^iiS^iiuiiii^y^^ 


^jg^tpltipgi^^^g^^pi^l 


ÌÈi:OEfe^&E5f3A|F:3Efel^|^:::spE04e 

P 2t-e C^ — ^ l-a- B~-fl- '-^--T ■-;• — —, i-— - 


rtz::^ 


ri^s^-ir-jä-^^i 


-* — &- 


_l;i:tz:zz7_    ^^ 


^_.. 


iSi^lij^S^fl 
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Ko.  18''. 

n   u     Moderato. 

-%^a, — r 


2 


2 


tó 


d=3=ìtì=ife 


Air 


-sh 


r 


^I^EEl=:f=Ö 


-i- 


'pJJle^EJ^^ESElE^ 


— ^-c- 


-^g-' 


zi-à-e- 


mÉmmm^^^^z^ 


■-e-g)-- 


ì^^^mmmi 


5Pfa^ 


it3EÖi;EaEÖ 


à 


äpÖE: 


t-i: 


S^S-tS    :? 


ggÌ:EÈÉEgEÌ^jìl£p^ElElE|pEESt;^ìljì^^ 


No.  18». 

Moderato- 


(       5 


-^ — g — ^-o-g-e- 


^i^m:m^^mm3^^^i^i^^m^?^m^m$ 


«^  -a-  -a-   e 


^^l=fR4= 


viifesrt: 


~7~g~ 


-a- 


i:£l^E^S^:g^| 


-a 


--4- 


•a- 
-e- 


a^pS^^^gJEEip4E={l3Ì^g^Ett|El^gElEgEJ;gl^^ 


■r-ì-^B-t-p        i        J 1 ^If'"^" 


iì=pgg^^Ej;g;:iJ^{F^gìggg^;ìgj^te;g^ 


in 


::e:, 


ì^] 


;rt 


ìEe 


■^^- 


^0 — e?- 


|-al  j— ^— 


:|: 


ö4- 


-«-  -fl- 


ÜilEÖgE 


lezitì.: 


FzaJF^ElESES 


:p:- 


iElEte 


"i — 


:?=l=.=l^ 


No.  18.^ 
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Moderato. 


n    LL       luoaer 


I  2 


\2 


-a-     -0-  -a-  ^-  -•-  -•-  I  -S-  -5- 


-9-  -9- 


^P^^^I^!^^^^Ì^I^EÉ^^l|la|^^fe^|| 


Ä^ 


jgE^iiggggig|gJ^ 


fit 


•É: 


S 


-a-  -<J-  -g-  *  -Ö- 


:fl?=l^g 


»*    g: 


^^iilÈ^IS 


Siitefg^^^lgrgg 


¥ 


,.f2- 


:^ 


EÉfe 


»— ^ 


:»==r=?- 


^i^^üH 


Wo.  18/ 

Moderato. 


Jl^^^^^pgg^^^^g^pfe^^Ji-iLliJ^g^^ÌEi 


-e — a  -  el — ■ — ^ 1& 


t 


ß-  ß 


SS^^È^'^t^ìS±^^^==J^^'^^E^^^=^:È^Ìì^SEEiEES^mi 


^^^=lr 


^-  • 


-0^- 


«=14  ;:fz4=ì: 


Is^-^- 


3[Ög[E| 


P= 


_t=:^=|=:^:| 
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i 


m.  19. 

Andante. 

te 


Eez: 


-i^ — »- 


la      la      la      la    la      la     la     la , 


-0 — •- — - 


^    o 


-*— * 


tzti*; 


I 


?^ 


ii 


:1= 


S^S;=^ 


« — ^ — « 


Site 


Piano-forte. , 


r 


^r 


1^1^ 


*•" 


fcl 


« 


=t:;: 


atzt 


-ä—* 


a 


:T 


■T^^"^^- 


^— •- 


^ 


la   la       la     la    la   la   la     la 


-^  -0- 


À 


m- 


i 


^  \  la 


-Or- 


i 


s^ 


\=^ 


M 


Eit 


:i==^ 


3= 


:É=f: 


^ •" 

la     la       la     la      la     la     la     la.. 


ir^ 


ZÉIZfl 


^ 


-#— •- 


:i=* 


titzt 


I 


I 


■1 — ^, 


^ 


-e- 


:'!:=t= 


f= 


i^i^^^^iüi 


B^PESEEE*;;: 


=^=p:: 


s 


la      la       la     la     la      la     la     la., 


V-«- 


izr-^4 


^— ^=i- 


-r 


^» — s — # 


öi^ 


:i 


P^isJi^t 


'ias 


B! 


-I — 


:^ 


^= 


Ö— i— I- 


-4|^=Ä| 
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^: 


jfc=t3: 


mma 


-^ — ^ — - 
la      la      la      la     la     la    la      la., 


-s^— «- 


ÌZI^—ÉZ 


jà=È. 


à — g- 


:ézz^ 


il 


% 


=ji:=: 


r 


m 


a(- 


-^ • 


^ 


i 


i: 


:ì= 


il 


Se 


-^ — *- 


-^ — i» — ^ 


-^— *- 


^— * 


tzjz=iz:i 


-4— — 1 — ^ — a- 


m 


la     la        la     la     la      la     la     la. 


V/       f — g— bJ*^Ä7=» — • ^-- 


f~" 


» — ^ 


Ü 


-^ — 0- 


ìM 


i^=ì=4 


m^ 


Ö: 


ji3^ 


P^: 


_p^ 


3t=t 


:i=fz 


■f"^ 


-jä=± 


t=zä-± 


% 


m 


la      la      la      la     la      la     la     la., 


^ 


éi 


Äziüf: 


-r-p:-?'f 


-« — ^- 


=^—#Sr 


d=i.J: 


:«=üÄ' 


Ai 


rt 


-o — a — e- 


-ß — •- 


=i^ 


-« — r« 


Éi 


j^giSi 


^-q=^=i=«=^ 


ifcz:^-; 


*— f 


a— g- 


- 1     ^ — » — «» — ^- 


:Ér=^ 


"1 


-ff— ^- 


_i=t: 


la      la       la     la     la      la     la       la.. 


m 


^-4-Hj-r-J- 


-«! fi- 


^=rr^fj^ 


-e — s — a— ^0" 


■9t 


-J- 


:r=i= 


§?i 


1=^] 


^^m 


^m 
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^0,  20i     Preparation. 

^ 

— p 0 


B- 


B- 


f o là 


t- 


ÌEE 


'-f—? — É- 


-^- 


la      la     la     la      la     la      la     la      la., 


-i5?- 


±^ 


-f- 9- 


T V- 


Piano-forte. 


4 


-«-    -e- 


% 


t 


^—. 


-^ 


'3- 


-G>- 


1 


i 


-0"— ■ G>- 


:l^;: 


El 


zaz 


B- 


f — är 


-JL=Az 


-W^e--^- 


B~ 


-©- 


?=?E£ 


^—Éi 


-^~h 


la      la     la      la     la      la     la     la      la., 


y* 


«I 


-9 ^- 


J^- 


'« — *- 


aLiffe 


-<5>- 


i 


-t5r- 


--ip- 


S| 


_::_^_ 


^m 


/Ts 


^- 


1^^=^=^: 


^ ^- 


^—e 


la     la      la     la     la      la     la     la      la. 


-g— a^ 


5- 


•zzM: 


:ai 


-«— i: 


-g— ^ 


É=Ì2: 


:S:^ä^: 


-g — S 


-s*- 


^=C 


-#- 


:^: 


32: 


:g:-*— S- 


• — ^ 


1 


:e: 


-<5?- 


-g — fiü5 


ä^ 


f 


i 


it:=z=:i!p=zz:|^i}: 


il 


ff 


-r?\- 


5- 


:p=* 


=f=^= 


-P— ©- 


^- 


la     la      la     la     la      la     la      la.. 


M 


9^=^=^^ 


:iz=g: 


:2=rl--;^ 


s Ö 


~X 


Si 


7ié: 


^-•-^- 

^t*: 


Ig: 


:=Ézì:t:: 


-fS*-- 


^EEEl 


^ 


f^ 


^m 


SCALE   METHOD    AND    SCALE   PRACTICE. 


-f—é- 


-ß—9- 


:^ 


«-J— s ^ 


la    la     la    la    la     la     la      la      la.. 


fc^= 


Ì 


idii:: 


-a- 


g g a^ 


S — :i: 


A 


1 


ias 


S5 


-<§- 


-©I- 
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IS 


la 


in 


-/Ov- 


.5- 


5~ 


-* ^- 


:?=« 


ß — 9- 


.^_.__. 


:t=t 


la     la     la      la         la     la      la     la         la... 


L,.,-,l 1 ^1 


:t:q: 


3-^S 


-(S^ 


-0- 


:|;     *~^^ 


I 


Sees 


(2- 


:^=ie: 


l¥_ 


-<5i- 


I 


y. 


pp 


^ 


?% 


-rrv- 


jP ä- 


B- 


-o ^ 


-^-. 


-Ö S- 


B- 


-0-    ^ 


-a-^ 


-&—^- 


la     la     la      la     la     la     la      la      la., 


«     ^ 


Ì. 


W 


t- 


-% — « 

-* — -0 


33 


=É 


^ — if: — iir 


^Eg^ 


-<^5^ 


-^ — ®- 


-Ö— ^- 


Uto 


0    ^ 


Wl;; 


Hi 


5221 


-iSi- 


r 


» 


i 


-fi — ,oi- 


5- 


^- 


Ö 


lii 


-g — ^- 


I 


Üi 


la     la      la     la 


"^?" 


la      la     la     la       la., 


-«— sf- 


d 1 r 


-e ^- 


«      j^ 


-| © 


:§: 


-#-    -g^. 


g 


4 


m 


No.  21. 

Moderato. 
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a: 


la., 
a. 


ys=5 


0^ 


^^M 


feEB:«! — ^q — t- 


Ö 


y^/  Piano-forte. 


gi^M=S=fe-  3^feS 


i^SH 


it' 


t=3=*=;?=* 


-»■ 


|i=±^ 


=^=ì=^=t 


SI^^Ü^ 


^m^^&^^ 


1=^ 


•tJ- 


^i^Mi 


^q=l=^3fir> 


^EgE^i 


?»=t=f=r^ 


^EPÌ;Él^ilÌigE^^^l^pf^^iP;g^pìÌ^Ì 


■^»--i-V- 


^;pì^l=fEPE^P|lÉl^^g|^l^=-^;^^^i^_^^p^ 


•liZi^ 


j=^5?tpEq^^g^ 


list' 


J-.-^ 


iti 


^iliJ 


^^^^^i 


la., 
a... 


^'f^^^ 


la. 
a.. 


pgizj=ppJj^gr=^EEp;;^=^1=l 


-#- 


:t=*. 


it»- 


-^^ 


I j Li 1 1 1 1 j — j L-„| j . — 


(a)      The  tempo  of  any  given  study  of  the  scale  must  remain  moderato  until  it  can  be  correctly  sung.     Afterwards 
the  tempo  may  be  increased. 
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1*  ^    ij. 


t),.ä- 


'■■ì^^^ 


-0_^/:^_é, 


^ — i i 1^ 0 -1-1 ^-H -L--*       I  .  1  


ä — i — gg=t: 


=^=ä- 


t?^!?§=rfc 


-:f^ 


t!-- 


^u^,=i=^i^m^iEEi=^^^^m^. 


-ß-  * 


\>p- 


P=i=t=m^ 


w- 


-e-ß  -o- 


^gfejgs^t^E^-^j^^E^n 


r-^ 


0=1^^ 


^^^l^ii^^^^^É^^^ifl 


^  .  f  ,  %-J^ 


-0-        -e-        -g- 


4 


feE^^^=f^^^^|Epfe;grj|g^ig^|^^jEEEE4^|g^ 


No.  22.     Moderato. 


-d — I — P^ — r  I ^^*^ — ^"    1 — ^ 


— I — I — \- 


tr^_ 


-a-    né 


fetep^ 


-/T\- 


^ 


±=-:-r 


£rjfc 


f^ì=:^ 


-7-5- 


t 


-^ 


J 


Piano-forte. 


is: 


0^ 


i 


Ji 


w 


ss 


^^^^^^ 


-> =r 


It 


iil^E^ 


1^ 


"^~ 


P 


M 


S*i 


S: 


:T=|: 


*-»-«-•-* 


a 


«-  ^-# 


4-é-» 


ifiij: 


•-^ 


:5 


.  H — I- 


tf-E±-?zÉzJ-E-z 


±::ì^ 


:V 


i 


9^4 


^ 


S=^=^ä 


/r\ 


'4 


-4=^ 


-0- 


:^: 


t=^ 


^-T-ì=-^- 


~si 


1S>~ 


-^- 


M 


ft 


ÜL 


S5|^^^ 


ij^ 


flPife 


?# 


:fc=: 


:ì==:^ 


* 


-gs»" 


l^isit 


(»I  As  if  written  :  J^gS^^gl  -  - 

This  is  called  Tempo  rubato  ;  i.  e.  the  time  for  inhaling  breath  between  Bt?  and  C  must  be  taken  from  the  note  after  which 
the  Ireath  is  drawn,  in  this  instance  B{^  which  is  sustained  but  one  sixteenth  of  a  beat,  leaving  one  sixteenth  of  a  beat 
during  which  to  draw  breath.  This  latter  is  termed  a  "  half-breath,"  mezad  respiràaione^wiìà  must  be  taken  while  the  lungs 
still  contain  a  considerable  amount  of  air.     The  half'breath  is  impossible  if  the  lungs  become  entirely  exhausted. 


68 


No.  22. 

Moderato. 
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(Ultimately  this  exercise  must  be  executed  in  one  breath.) 


1=S 


^iJSEa: 


tzÉ 


I — I — I — — l^-l*»»- 
• — *-tf-^- 


■^=é: 


— I — I — I- 


j =^=1==^ 


r-V- 


-e- 


i=2: 


-<5', 


(21 


..J ^l>i 


— I— 


*^^ 


rr\ 


9-^— J 1 "^  I  J \ 


3=t 


£^ 


-rS"- 


Iit==5ä 


=Ör^ 


5a3d:4 


SE^5i^£^:. 


1^« 


^|azif^ 


-^--1 — I — *-e-d — I 1-' — \-g-9-' 


fitzti^zizj: 


Éz^-^-- 


5^^s^ 


m 


SP 


:É: 


"^a      ^  "^ t-^-i 


::s^ 


-(S>- 


ISiF^ 


-•—'?- 


.-(Ä- 


/T^ 


^äÖ 


:F^gz|?s 


fztztz'zÉzJzq: 


zÉzizUzz 


-1/ ■^'- 


A 


:È=I: 


3± 


-^^s^ 


-iS- 


zJzzfzil^g^-zIE 


^:^ 


iLijEfZÈ 


:*^^ 


»— ^- 


:2z: 


t: 


;e* 


?£? 


i 


Bzjj:j:Ézg:É:Jj: 


aztjzäi 


VW 


9   fi 


:a^ 


F-^'«ai^l ^  e  ^ 


■•-P-r-*— ^^^^' 


?ifcö 


See 


igit 


"i^- 


^öSÜ] 


^r^ 


iggii 


ifczzzn^ 


E^iÈ 


tzzzz=|^_z:.-5: 
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I 


3i 


D-ff — H-J-w-tf-jj— l-H- 

.TT J,-^.g  a — «-0-^- 

g 


^ 


Ji^-^W"" 


'.Éi?.^j^::itzt=t: 


-^-•-a-? 


-9   ft 


■^-^rt'r£: 


-JAir 


-Ite 


I ^ 


gg— i       - 


i=^ 


-«?; 


■-g- 


^ 


1 -BrHtTT 


Wi 


OÉ^Si 


»fe^ì \i^^=^r^ 


¥^t 


-£?- 


:É^^a 


£^:^:^j£a:=^J=^g£E=:^E^'E^EJ:^ig 


ß0 


#i^_qz: 


i^i 


/TV 


WJ-1 =--J^-i — -^<tr4=^^^^ 


.a^.. 


M- 


''^^M 


-B 


9i^r-i    -    :^^-i — - — =p=t^ — =r=^ 


-#-  ns 


Ì3^3 


-ItJ. 


Jig^^i^^-Sfti 


*# 


P^j=|=^p^=|=g^;,i=.^|3:i 


:!?- 


-0- 


:,^lJ_^È|g 


^lig=ì=3^r=j=^^^^^=l^i=^ 


/?\ 


-öl 


lÈ^feSiìl 


± 


Ä^- 


9 


-tf-^- 


•-^  r  • 


-p-»-l"-| — ,- 


te^ 


S 


^2=1= 


^: 


;gs: 


Ei: 


Qii^^ 


^^^^^^^=^=^=7^^ 


_.^_ 


:t=|=i 
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No.  23. 

Moderato. 


'3H-i--f*«^T-^-i^ — ^■•T'-*^ 


:^j^^  '^'^zj 


^*:é: 


1^ 


/^ 


Piano-forte.  :^: 

mi 


:^- 


i^: 


igs: 


-t!^- 


-ö'- 


-(&- 


-01- 


^zzz:^ 


.s»- 


:i: 


1 


Uste 


3Z 


-0^ 


S)- 


XjO- 


-IS- 


-&- 


-¥■ 


y, 


■tót 


^;g^||pj^|^^^^j|^|p;^j^ij|g 


» 


-^ 


-s^ 


*5^ 


ä 


:^22- 


^ 


:ö. 


js*- 


»Elsa 


ijft 


* 


0^ 


3Z 


-0»- 


J2- 


-iS>- 


j2- 


tS'- 


J_ 


?15^- 


rt> 


tìei 


-I 5(^- 


^: 


H*5fS^*- 


fi^-. 


r<*f^f-H — FjJ-*-* S-»-^ — I— I— j— I-  — l"  4H-J-#-^-h-J 1— I— 1— F-»-^H-H-  — f-J— l-»-#-F-M ■-•-^--J-H— I— I-  — ««^f-l — I— l-i— f  — l-i -™:r 


-^. 


^ 


CL- 


i 


-Gt,- 


-d^- 


=s 


rf\ 


-fS— 


-— fiS- 


:?Ö=z=zzj=zz:  ;=rjz:g=i 

-fi? ^_W2 1 ^^0*— 


I 


'gy- 


-g?" 


tS^- 


"z?- 


-0»- 


-i5>- 


-G)- 


J2^ 


Pzdfzhg^fz^: 


P^ff-a---^f^<*,' 


-W 


H-F-#-J-H-H- 


^^^^zl^ifjt^: 


,  .q;^z^:^|: 


^^Ig] 


s 


^^à^' 


?- 


3eì=ee^e: 


iS? 


tSü- 


-ff 


=ä: 


:^: 


-öh 


lÄ 


:^_ 


-.53- 


:2è 


^ 


-&- 


lzzäz±?i.|rll 


2^^-a^ö^ 


^^^r^ 


i^^^: 


-1$'- 


sz 


-iS?- 


sr 


-G>- 


ISZL 


-T-r?- 


-J±. 


-'■S?- 


■T^lj: 


:pzzzieö=g.:35MJ 
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l 


-^^■ 


gii=^-'^— tf^ 


-^»0- 


:?:f 


:»:; 


^-& 


t^-a-^-'^- 


=1=^^^ 


■i^ 


J 


m 


© 


:Ö: 


lö 


-s^ 


Ì5>- 


J^ 


-Jt- 


^^^ 


^ 


zà. 


^- 


-&~ 


/TN 


--g: 


)Sf- 


V-^ 


•m^^ 


m 


-fS- 


-0- 


31 


s 


^: 


■Ö'- 


:zs: 


-(S»- 


-(S_ 


-I 9<5>- 


-1 ^vc/- 


i 


■     ■  H — \ 


-^•-a-?^^^- 


JÉ 


^=Éi*:ii: 


:=f^^ii: 


^-i 


iiE=ä*f 


Ü; 


-s»- 


^ifclJiE 


^ 


-Si- 


-<s. 


-4—— 


^ 


-«S- 


12^- 


-f2- 


-S^ 


(=2- 


^ 


■^ff 


-s^ 


is: 


-0'- 


zz: 


-öi- 


/r> 


-iS- 


^— ' 


ii 


.4 


i«*-Hi 


'•^=^i^ 


—  — Sf» 1-1— T^ 

%^i — "gg- 


t- 1— I — W-é-^—ì — i'  -'^'^■a-é-jà--^-^.- 


i==^?S 


41 


# 


-Ö1- 


-Sb 


^-i-=-:g 


-25^- 


öh 


-1^ 


-5*^- 


^" 


■^. 


& S^ 


2_ 


-3 


-^-^ S- 


&Ì5Ì 


.       '  •   n KQ - 


9*1 


^p 


■#122: 


-0^ 


ISI 


-(!5^ 


221 


-Ä»- 


-iS?- 


^ !■ 


^=%% 


iti 


■I LS^. 


^•i 


l^d-a»?^-fh?-?'-»2t^dll 


■^#*--j^^:-  -<«4,,t~-|i- — 8-^: 


:E£gÄ 


,-t.tAt:ß-,- 


t=tf:f3Ci 


:=SE^: 


i^j^sUi 


~c -+^-»-^-H-h— J—  -h- 1— F-*-a^- J— I — ^■ 


£ 


^ 


^9=iv 


iä 


-^: 


Té: 


:^ 


^- 


?= 


:i^^ 


;ö^ 


3 


-(g- 


IB 


-!&- 


-p- 


221 


'-(5>- 


ISE. 


T-fSJ" 


-fi_ 


■'^z^ 


E 
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No.  24," 


-tm- 


2^: 


^^: 


'^9^-9' 


'O^- 


.^^T-^,^, 


I    '    I    'llilbl 


«^ 


No.  25. 


i0^»é*é*«^a*' 


»é^^^p:^»^ 


■H--H-IHHHH-I — R^J 


No.  26." 


J^ 


J» I   I      'I *#^ 


••^ 


li 


No.  27." 


---^%^ 


^ 


■«JH— iHH-;HHH-|— Ki#* ' *ö-— li^^-B^^-^J«■ 


*ff^^lN-nEH!TS;q:q5^^a**: 


'ä»0:jä«sj0» 


-J-^^( 


^0ä»äjä«0±0'~ 


*sS§5 


'•«s»: 


-«^  "^0- 


'^^^^^i^i^^*^ 


No.  28." 


0^-0^ 


No.  29." 


i=g=r 


HÈ^^Pfe^^tìE^^ 


:?i=i= 


Elt 
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m^^^M^^^^m 


ä* 


jjg*— bub 


■HH"H ^«az 


'H™f^"T™PPT*^  ~2^i 


ÜB 


•^§ 


I 'gÉ 


•«•É|J«*Éki 


— \-im9— i  ill  bb'   '  '  r -90-^ ^^-'a** — l-F^H-P 


»'*^??fös 


i^^s 


I       I 


««•^«pO*«^«' 


.^ 


-*4^«ÉÌÉ*tt^9* 


ai^5È^EÈ^=|=i=|=|^^|^^i3E^=^^lEÉ3^=^ 


._  j 
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m,  2V 


fe 


■A^-^— »gj^H^Ì^-H  1 1   Mill   I— <»&gij^*-  — *g^^^~    rn"'1'1^     B*1   y**^ *gy-H— P'1")"p^"tV-^^5g* + ■•y-l— J^-l-lH-H-l— IH,«*^ — 


^^^;g^giaPi^: 


J-«« MIMI *•■ 


No.  25.' 


É'É'É'É' 


No.  26.' 


^^p^Sl 


No.  27.* 


No.  28.' 


No.  29.' 


ii^^^. 


l5^-    Mill-  -^rr!^«^|-^««jKH-HHHHHHHH^H*»#<*^ «#»H-J^^-i-a-l— l-^*® 


H :; 1- 


fel^S^I^ÖEE^EE^SEl^SEi 


-« — = — 0 — = — «- 


^^^^Él=l=^^^ 


gìg-:^gE3^r.|=^E^-jz^^^~;-i-p3^E;^gEjE^:p=j=rj?=j=z^ì=  : 
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w^ 


fai 


5g& 


iHi 


^^^^«S^jg;fl 


i 


fe^S^%^^i^ 


gS. 


^s^^- 


*fÉi^ 


«ä*ä»ä*ä* 


;^ 


gÉ^ 


p-i 


^ 


■bbfaJ    ■•»J-  ^ä**^-|  mimi: ' 


\^Ufß»m»ß0m 





^^^'^pfl 


I -*#J-U-T-HH^-W-Ji#*^ »»  J   i       IM   H-|^^|J<« ■•^HH       I    I   i   I  -HS#*^ ■•i^H^  IM 


^^h-IHh-hh  I  I  I    i-jji 


lei 


^pfffpff?* 


fÉJ 


•Éi 


pggfgg»^*S 


^i^^ 


E^^^^^fe^^öl 


ÈÉit^i^ÉjÉ» 


A        .-  I  -  I        I  .11      I    I     I ' I        ■ .     I I  I         -■  I -    --  --.        -  -Jim 

Jpò^ — 0 — * 0-~-^J^ — -0 '^— i» — "^      S» — =^ — >j# —  -=^— « — 5 — « — -5^— o -* — i»^^-^^ i« — '^ — 5»" — f— '^ii' 


^ 


^p=^=^=4=^=Mr^p^ 


r:?-|^q!: 


,-    , r-     -'■-, lg- acT   „.--.-     ■ a-      -     -1 r-n,   I     ■    -   ,.--    -iiT     B  J 
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No.  30." 

Moderato. 


i 


B~ 


B~ 


B' 


i^^ 


Ö)- 


TO/ 


-s^- 


i^PteS: 


a-4- 


— V- 


•-^- 


:B 


-fl — o- 


-«I— • 


t^ 


3 


-© — ©- 

-, — r~ 


-01- 


tö: 


-•-i; 


~j — I W-9-^ — ^— H^^ — ( 


^-*f- 


:t3!: 


-#— ^ 


-(Sh 


-« — a 


-^— ^- 


-e^ 


'« — «- 


lizzfciig: 


:^ 


-^—^- 


-(2- 


;t=::=^ 


1 T" 


t 


-e — p- 


-•— P- 


::izi^: 


J5- 


-1— "-e-ä- 


5- 


^m 


^-^-(^ 


ÜE 


-©>- 


-»-#- 


^i^: 


-^= 


-ö'- 


-ß-ß-,^!Z 


±::t: 


:^:; 


::|= 


^- 


— -1-'— ?  V^-^^^O*!-  \^- 


^~=r 


-©-© 


-st- 


^_^ 


:t==^ 


•-P 


i^: 


-0^ 


::n: 


-a-fl 


-i* 


«a- 


^=i^ 


i^s: 


::!= 


;gre" 


-Sf- 


-2^ 


-is- 


-n- 


-«-« 


-ö-i 


-5^- 


-(&- 


g-É-j'^^ — N — - 
—  ^^-Bz:^—-' 


No.  30.' 

Moderato. 
B 


È 


'w     ^- 


PS- 


mf 


B~ 


i=^^:^'jÉii 


^^^=2: 


:p»:^ 


B~ 


msSE^^ 


_f^ 1 1 Ig) ?* 


-sa 


r:(2- 


-'&- 


ff-f'-?^ 


-■©'- 


-so 


-P-P- 

-I — i— 


H^=ì=^ 


-0-9 


■I — 


I^i 


-*^Ì#?É' 


-J 1 W—0- 


-t^^ ^^fc^' ^ i 


3=5^ 


-»-«- 


:itJß- 


-^ 


-e?- 


H — I — f-'h" 


It: 


© — 9- 


-e-  -B- 


j5~ 


IE: 


:*'-e^ 


-s»- 


s 


-I- 


B 

^33 


^- 


-e-© 


:(^ 


-<s>- 


-s-@ 


rtif:: 


:s?- 


tf>- 


B. 


i3- 


_e_fl 


:t=t:rL 


(S^- 


-9-0-S>- 


©■- 


i^^iziIifiM;, 


-•-» 


i^zfe: 


;tì: 


G>- 


9-9 

~ — h- 
-9-9 


& 


'A 


f5- 


^¥-if«;g'É^S=5;j3: 


^:^5t::^ 


—^■9). 


|=^=^::i=:| 


-«-« 


-H- 


-^ 


-0-0- 


:5-z^ZEi: 


iS?- 


1"^     1 


-as 


^EE^ 


:*:i:ii5: 

— r-'Ki 


-O-S- 


.S_ 
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No.  31." 

Mocleraio. 


1^^- 


S3Z 1 — \-^-g-S- 


-^-o- 


^^ 


mf 


:E=^=, 


H-H-^-a- 


e~W=^ 


tt-a 


:«i?=_=t=2: 

V 


T-, 


zrx--g-^ 


"f^^ 


£^^=EE 


-• — « 


-I»— «^ 


■^ 


:ö- 


-(Si- 


itziztsl 


ifc:^: 


:é=é; 


:^ 


-15'- 


j2_ 


_• •_ 


w:=F- 


-e — »- 


P— » 


§^ffi 


-0^ 


-» — »- 


-» — »- 


-t^- 


-01- 


-• — »- 


-i 1 — 1 


'f" 


:t=*: 


i h 


-fs- 


-^ 


:^=^i 


rF= 


P= 


.^ 


-i©- 


-•-»- 


«-^: 


-^- 


-«_•. 


I 


.(2- 


-9-9- 


-^ 


^-» 


-9-«- 


*-^ 


^=^-¥- 


-<5h- 


-2^ 


— I — \-  -'^. 


4  4 


:ä: 


■^2= 


-«-a- 


I — 1- 


-É-4 


-<5h- 


-o9qI 


-Sl- 


-2^- 


-•-• 


::ti 


-^-* 


-ö'- 


-151- 


I 


A=^ 


i^ü 


No.  31.^ 

Moderato. 


^-=ä= 


»i/ 


Ì_teÉ 


:t=q' 


a-^- 


■»-•-t^-b— i?- 


:Sz?z^^£tzie3: 


— I — ^- 


-ö"- 


-e?- 


-^ 


-if?- 


-«-»- 


-o-e 


"tzf- 


-15- 


llZBzr^ 

-1 — i — u^- 

-9-9- 


W» 


-9-9- 


"U- 


-•-ff-  -!5- 


5^gE 


-15- 


-9-9-r-i^ 

xztzzzti 


-•-•-  -i5- 

-I — I — pi— 

HE 


-^ 


_* «_ 


— © — 9- 


-9-   -9- 


^  -•-  *-©-     ;r^  at      ^*^  "^  ~^  ^.^^  ^^  ^ 

-»j j — ,^-K_| ^B ^^^ •-' r9 -za^ a-ff —  ^^ 1 . ^^S^ \ 1^0^ II 


P 


Ei^* 


-»-9-„ 


^•-t5- 


-»  • 


-^-fi- 


(5- 


:E5 


-•-« 


iS- 


51- 


tì^ 


-a-« 


:«?aS: 


11 


-i5- 

-1 — 


rr 


-e-»-s>- 


-9-9- 


I 1 ■aJ-'-l W— '-I k™'-- ^15 


-^_f9T^. 


:tzt: 
-»-a 


15- 


xzc: 
-a-a- 


:^_ 
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No.  32. 

Moderato. 


*AI 


~é-0 


tì: 


±é:^ 


e-^. 


ft? 


ÖMi 


•--* 


i 


PI 


4: 


Ä 


wm. 


u 


m 


Sièt-l 


Piano-forte. 


i ^- 


±^ 


J-  -/  -al- 

ì l-T-l- 


Alfclt:|lAàÌ=Ì:       -"^-^ 


l^ii^^M 


pìgapt 


tfc 


IÜ 


Ü 


7-"^ 


iL  i  ; 


J 


#•— «• 


=F^*^ 


-^ià. 


4       i        i:d:i       i      Ai 


t — r-"[ 


ircrb 


f:;? 


Si 


t[d. 


Ig 


:^=^: 


:i^=t 


3^f 


0 «- 


asü 


J        J        -^  -J-V 


È 


-fl- 


^ — ^ 


jF  gg: 


^->^^ 


i^:       :^:  .^  :^:^      i^a 


-ÌÈ=^ 


fe;--p=$ 


tìzi 


fc: 


fe^tft 


I 


^ii^^^^^'^^ 


s 


tó 


-0 t^P-j-ja^^aS^^  ^ 


^». 


W-o- 


j_-|_X, 


^H 


0^ 


# 


:^=^: 


4 —It 


M 


S 


:^==1: 


:^: 


-0 — a- 


:g: 


-^  -^^-      -«(»■ 


":P^' 


PI 


±p: 


-e- 


:E 
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PÄi^ 


^-i 


^^ 


0 — 0- 


-a-  -fl- 


i*te 


gg^s^ 


:^=3^: 


:^===^: 


^tz^^  zjgr 


m 


m^\ 


No.  33." 

Andantino. 


-^^ — I -I — J — LlL.i_i^       *~»~j — ^~'~~1 m —         '"'^tt         *-*-^-H- 


±=t 


:^=:z^=^zir: 


-tf ! — ! — I — F g-^^M««j- 


Ee 


3 


10 


:tì: 


JiS'- 


Piano-forte. 


Üäe; 


-ö^ 


-S'- 


_(Ì2_ 


_- — 0  -fi-0       — 

-    ^^    --C 1 1 i ]9-m- 


-3dt_ 


-lo^ 


S 


-(S- 


-(S- 


:ö: 


-öl- 


-ÖI- 


_i2_ 


-6'- 


•^ 


:^ir-P=i: 


-»— -F*- 


-•-^ 


i^ipziz-zzig^ 


■tf — L- #— _-i.-    é      — tiH'""! H 


1 — ^ — #.  -J — I — I 1 — -j -A — * — "-tf — g-:J^^~i — 


^ 


fcfc 


3 


P]] 


P 


:^= 


_g_ 


itì:: 


:s 


m 


--■i=t- 


12: 


-<&- 


-!&'- 
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No.  33.* 

Andantino. 


-f— I — I — F- 


9-^ 


•  -A a ^^^^ ^-1 W-0 ^^^^i^sad T 


E 


-iS- 


-ö(- 


m/ 


gs: 


-&- 


9^=e= 


~S?' 


-Si- 


321 


i 


3t 


I— —I — e-  P-m-m — 


^Z^-Zße^ 


I     r     g= 


ff^-» 


I JB) ■!     t Iiiiiii' \--W—t- 


ä \—it 


I 


IZ^I 


:tì: 


-iS»- 


Ä 


i: 


a 


t^\: 0? 


:s; 


-i5>- 


i 


m 


itì: 


-ö?- 


-ss- 


-^g^ 


125^- 


-(S- 


-(&- 


:3i 


-ol- 


isi 


H r — ^■ 


^ipi^i-zziB^: 


-&.- 


:ä 


-g^- 


3= 


§? 


i 


i 


1 


The  singer  should  not  study  with  the  voice  alone, 
but  apply  his  mind  to  the  task  of  understanding  fuliy 
the  principles  of  bis  art. 


Through  ignorance  or  carelessness  many  teachers 
allow  their  pupils  to  sustain  the  upper  tones  with  a 
forced  voice.  Such  practice  endangers  not  only  the 
voice  but  the  health. 
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No.  34,'' 

Andantino. 


» 


l> 


-(51- 


itì: 


3 


125^ 


is: 


( 


/»I? 


t^te 


'^p 


-t5>- 


ZSH 


^-f^-T-^— »■ 


■1 — f-O 


■1 f^— »—an 


i^ip 


e-P- 


I — t« 


^ 


-f^- 


-tg- 


-©>- 


-ö»- 


HSi- 


-1^ 


-i5^ 


^ìàl^ 


is:: 


-TO'- 


5^- 


?^^: 


-15?- 


-<5>- 


-&- 


-d- 


-1^- 


-ig- 


_j5,.. 


-iS- 


-^^ 


-iS?- 


.*s^ 


i^i^i 


^ 


■1 ir- P-#-0 


Ji  « 


-i«a«j- 


t 


"  A  diligent  instructor,  knowing  that  a  sopra- 


a •••       DO  without  the  head  voice  is  confined  to  singing 

within  a  short  compass,  will  leave  no  means 

:ó===:i 


-t^ 


-&r 


-&- 


-&- 


m 


-&' 


untried  for  teaching  her  the  use  of  this  glorious 
help.  He  will  not  rest  till  she  has  learned  so 
to  combine  the  upper  register  with  the  lower, 
that  the  hearer  cannot  distinguish  where  one 
ceases  and  the  other  begins." — Tosi. 
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m.  34.* 

Andantino. 
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Having  prepared  exercice  No.  34.  ac- 
cording to  the  divisions  of  the  breath  de- 
noted by  the  commas,  the  singer  may  then 
practise  inhaling  at  the  first  and  second 
commas  only.  Graceful  flexibility,  and 
pure  tone,  not  force,  are  to  be  sought  in 
these  exercises. 
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No.  35." 

A^ndantino. 
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If  a  pupil  be  made  to  sing  words  before  having  mastered  puf  e 
vocalization,  development  of  voice  will  proceed  more  slowly  and 
less  surely.  The  numberless  and  rapidly  succeeding  motions  oftlie 
tongue  and  lips  when  forming  the  various  consonants,  vowels  and 
diphthongs,  of  which  words  are  constructed,  fatigue  the  begintier 
who  finds  difficulty  enough  in  producing  pure  tone  on  simple 
vowels.  Before  taking  up  the  study  of  songs  the  pupu  should  have 
had  thorough  practice  in  vocalizing  with  the  Italian  c,  o,  e, — with 
an  occasional  study  of  i  and  u — See  Part  I.  page  15— and  ia 
solfeggio. 
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Singing  has  its  caste,  and  to  the  cultivated  ear 
is  either  noble  or  plebeian.  Let  the  student  of 
the  art  of  singing  make  ignorance  his  very  horror, 
lest  he  become  the  laughing  stock  of  the  public. 
Study  the  most  tasteful  compositions  of  the  best 
writers,  and  accustom  the  ear  to  what  is  excellent. 
In  time  the  taste  thus  derived  becomes  Art,  and 
Art  nature. 


fi 


*  This  and  the  preceding  Exercise  may  be  executed 
ultimately  with  two  inhalations,  one  at  the  beginning, 
the  other  at  A 
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THE    SCALE    OF    TWO    OCTAVES.       (FOR  THE  FEMALE  VOICE.: 
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VOCAL    STUDY.    No.  7. 


Allegretto  con  grazia 


(FOR  SOPRANO,  TENOR,  OR  CONTRALTO.)* 
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*  With  the  exception  of  No.  11,  the  Vocal  Studies  are  adapted  to  the  range  of  various  voices. 
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Alio.  Moderato 


VOCAL    STUDY.    No.  8. 

(FOR  SOPRANO  OR  CONTRALTO.) 


Adapted  from  BOKDOGNI. 
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VOCAL    STUDY.    No.    9. 

(FOR  SOPRANO  OR  TENOR.) 
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-P— 1 — I — h-»«-#»- 


-!• 


fe^^3 


0-0 


-N ^• 


-ìà—é: 


-a! a(- 


■O-      -0- 


-ä—~slr 


-a-    -0- 


-Ö- 


-a — «- 


-Ä Ö— 


«       -e-        -a-    -0- 
-0-      -0-        -a-    -0- 


-e-    -0- 


m 


ö 


Ézn 


-^ — ^- 


h=^ 


"-^y — ^- 


^ 


e — *? ^ 


-«-^ 


^ — ^- 


at 


P-^ 


^ 


SCALE    METHOD    AND    SCALE   PRACTICE. 


95 


ii — ^^1 — I — , — ^1 — i| — I — , — I — p_p. 


0-ja-0- 


^=± 


a      9' 


-a — •- 


— : 1- 

-0 — 0. 


-a «- 

-a — a- 


-fl s- 


3^ i^- 


-s^-  -^- 


-^      jf- 


-» — a- 


-e o- 


:-^=-^ 


~t)      ff- 


-0~  -«- 
-0 — 0^ 


-0 — 0- 


:^qrqi 


-0-0 


m 


iä-z:h 


CS±t ^^2 


0 — -^ — ^- 


-*— ?- 


-^- 


-af- 


— I— 

-H- 


*f — ^---F-^ — ^ 


-»f — ^- 


'=^^  =3 


« 


5±]] 


VOCAL,    STUDY.    No.  11. 

Allegretto  con  grasia.  for  soprano  or  tenor. 


Adaptoa  from  RIGHINL 


t^f-f-ß-jz 


T ^- 


8einpre  legato. 


BiOV^BH^^B^EB 


:^_tjB! 


tf-s^- 


fm^i 


-tzr. 


_i*__^ 


ra/' 


T-:?^: 


-^— ?- 


_i^ 


"7  i' 


-^ — r 


^^I: 


-• — h 


:ii?=E: 


V — 7- 


fe^ 


itS: 


-e-i- 


-a^' ^ ^- 


--— © — e — ^ — ^ — •- 


r-^ 


ZÉ1 


^—o 


=a=; 


-M-0— 


2IZIN: 


--t- 


:t=^: 


-J»'    al- 


:z^:j=^: 


-a — tì- 


-•-  -#- 


::3: 


-T^i- 


--^-- 


:=fef 


:' ^ 


_a «. 


-# — *- 


lESEE: 


.^_li 

r-H-zr 


--4- 


3Li?: 


fB^BaOHSflUaB 


:i^S?; 


PÜ 


V- 


±z± 


—1- 


he 


-0- 


9rf; 


»=? 


-*- 


:t= 


l__i — I — 0 — 

-I ! p — \-S- 


t 


li 


^1 
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:| 


'tl=." 


ffi^*^' 


:i=Ö:ftt=»: 


— t. 


r^^r- 


'»-^S—B- 


,1 1 — -a — I ! ! ! 


¥^-w=t-- 


-ft— « 


r 


:=^ 


-^ ^- 


:^: 


'91 


5«=a 


•7  -1- 


-• — h 


-t  7- 


^8^^ 


e=p 


— I ! ■v- 


:fc^=^y 


gtjt 


P 


;a       ^a: 


:=i 


r— N- 


-- N- 


-iri ? ^-  -^ ? ?- 


-a- 


I-: 


m^- 


-! h- 


i*  :^=;;E^ife=^E5fz=g=^- 


^ 


K^ma^i^B^BaBaH 


ä— » — ^ — «= 


±=,?z::it:: 




• S 

-  n 

X_l 

h  ■' 

SE^'EifEt 


'tS 


T N- 


d^-5=2: 


ili: 


— N- 


3«-T- 


:3-— 2- 


? — V 


-■/—^ — *f- 


:f=xE" 


:?-- 


-V 


J-fei 


iffiTÉ: 


% 


^^ 


-, — V- 


i^ii: 


-? — ?- 


-iv- 


■>t4= 


:»»: 


-^ ^— 


--v-=?^ 
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CIS'ft 


— ^- 


K 


--§. 


liczzaizzf: 


--w=r- 


:0      p      ^ 


t_ p +L- 


-F»- 

È 


■^z 


13^ 


:^z=i: 


:oz=É=iÉi 


) 


É^ 


=T 


-*— -d-n»- 


I^lti« 


— i '-it -I 


^j+ — Sa <^ «- 

r-ft— ^a ^ ä 


Iff       ^ ^- 


#*— ^— --"||: 


9^H 


^»-  -g-  -g-  ji 


-9 »- 


-• »- 


:t=iit 


Tlf  T  iTTTf"*^  "TÀ 


:*=5^: 


M-fiajrrri.jw^-JU'iFiair];»™ 


W^ 


^EÖ* 


1^=2=5: 


:«^: 


-i^        •/         2- 


^^3^ 


:5=d=::=4=j3 


-*-§»- 


-Ö — ^- 


-^- 


!p=^ 


H — H — ^ — e \- 


i 


-Ö- 


H Ì- 

• — a — e- 


-© a- 


-j^ «1- 


-?— ^- 


aife 


±: 


-I H 


-^ ß ^--^■ 


-±-—^- 


k^- 


-n — »?- 


iÌ?z:'z=t=tì?=i=Iifi: 


-^—g—s—az 


É  i« 


:«=:s: 


3t 


Jj+==?^ 


J^T= 


0 


:t:= 


— Ö- 


r 


1)8 
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Z^ZÉl 


-»-^ 


p-^-f- 


-I — ! — i — h-- 


W-V 


tzr_ 


-1™™=^^™?" 


lÉifro: 


e-^^ 


-^-^- 


%'- 


^. 


-P^zf 


r   7    *r- 


:4rf=3: 


N-7— 7- 


iviS: 


% 


-it 

-«- 

-0- 


1 


-«-• 


::=t: 


-7 — 7- 


-9=-^ 


3t 


:tt, 


-•-i 


;b 


(FOR  CONTRALTO  OR  BARITONE.) 

VOCAL    STUDY.    No.  12. 


:Ì2- 


Andantino. 


EEEÌ 


Sempre  legato. 


*-0  ^0- 


s 


^.— N- 


#-h»- 


-0  é-*-a-é-'^-^ 


Eì 


p*  -a — I — I — '^f-^^-n-0 


Él«' 


-^*W-  I        ^ 


:e3Eö!ü:=: 


1 — h 

■^—é—t—Ér 


^j-:rz=1— 7-j=q=j: 


-« — « — •- 


-« — a 


a — M — M — m » m — 0 w      w  • -  -  - 

^„  J;  ;|:  J:  lili:  :i:  |:         :*  :^:  :^:         ij:  :i:  :ì- 

///^/W    tf    -*-  -0-  -0-  -0-  -0-  -0-  -0-  -0-  -0-  -0-  -0-  -0- 

Piano-forte. 


:^=:q:: 


ZÉ,f-ai0 — Ég  —MJg — «»-^( 


0-  -0- 

-0-  -0-    -0- 


t  i .%.      I  S  s-    ili 


9!ite 


^-fc=ä== 


-2^ 


-i&- 


1     I     i---===-J — ^j-^ — ^*S**^  -ä — i-H^ — I ^*^ — ^^= 

-J ItvH 1-^-0 0-^—f\ ^«^^-•-■-•-J 1 1 1 1 ^^ 


I     ,«^- 


m 


-0-  -^- 


±Z-L 


^T=^-Ì=^=T- 


=fr_l 


-É-±l 


'fi 


-g=g— F^=j 


r=1=l=^=3=a-: 


-e — -0-0-0-0- 


^^B-:^ — =fs-zfa-;2ä — -t-jf-i^t'i~t-i-% 


-0- 

-0- 


9^ 


-fS>- 


t-tz-ézzi. 


:5ä 


-f — I — t 


i 


'2?- 


-S*- 


1- 


Ja: 


^%*1 — 1 — \-m 

— — ^-^1 — -^-m-0 — a 


-0 9- 


:  jiÉziÉ  *  "— ^  é: 


ifzÉzs' 


^SE-E^Z^EEfe 


rJ^^-^ì'H'^n       T 


Ér-^Z=^=^ft=ZZ^=.4Z 


-0-0-    -0- 

-0-0- 


-0-       -0-    -0- 

0-       -0-    -0- 


^_il — ■ 0-0-0- 


:gzg:  :g:       ÉzÉzÉ: 


-fl — 0—0- 

-0—0 — 0- 


-0 — «- 


i  S  5 


-•"    -ä-   ä 


-0 — 0 — 0- 


m 


-0 — 0 — 0- 
-0 — 0 — 0- 

-é-    -0-  -a*-  ~é-    'é-    -^ 


:2± 


zlzzzszzzi^tzi*^: 


z^=±i!: 


-0-    -0- 

-0-    -0- 


-s- 
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9Ì) 


{oppure.) 


-iv 


9' 


^rj: 


-t5>- 


:é=5: 


^^ — «i- 


■iS- 


rf?— 


ZÉ^=É±jà±4. 


=d5T 


—I-  I 1 ^-_(^_| — ] 1 __|-H— '-- 1- 


-N- 


-.É—r^z 


-'?-h'^-{ ^- 


■äLt: 


•z>- 


:^=# 


-d — ^- 


Ei* — eI^s^zIe 


:ö: 


s$ 


— I — ■ — I — i — I — I — I — i — I — I — I — I — f" 

rit.        -«- 


r &- 


S>- 


-&- 


-o- 


JS: 


!»: 


H» — »- 


a  tempo. 


S'p.m.nre   lennfn.  -  -•- 


W- 


-I '-a-é ^ 


Sempre  legato. 


-^- 


B.     à     é.    ìà     ^     §     ^  _j     J 

hI/?   -•-   -•-   -•-   -•-   -•-   -•-   -0-  -0-    -0-      -0- 


'-*f—  \  i  -  i   7   ^ 


~0 — 0 9 — a — 0-  _     _ 

-H-     —I-    -H-  -0-    -0-        -0- 


'Éi^IÉ0—É0  dglZÉ^-^, 


— S-«- 


-É-É- 


«»— "g-«!»-! S-0-0 0-0-0 


Üpt 


t 


-2^ 


^0- 


-Si- 


-<5^ 


-/*vr- — 1 "i"'i'~".'""'i-n™'^™^'™' — i — ^n-i — \-  -  ^  ■  -'m^-h-^-» g-j— h-  -^^««^^^-■-•--i( — i — i — -I— i — r^^i?» T" 

xmü 1 — I — I — — — I — I — — i'yf-^gi — --0 «Wj-g-"-| ■ — '-0-1-^-0-' -*-«-ri — jM — I ^>J H- 


Fine. 


U« W » /  g,  CT, «_ I  ^         ^  ^  «•     ^     ^     ^  _^ 


g: 


^£§ 


•   4 

:T8 


^S^il 


§ii?J 


-s^ 


-Ö- 


-z;^ 


-I©- 


(5>- 
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Andante  mosso. 


fe 


legato. 


g 


Wf}. 


(FOR  SOPRANO  OR  TENOR.) 

VOCAL    STUDY.    No.  13. 


fSOLFEGGIO.) 


0- 


re 

dolce  e  legato. 


sol 


La 


sol 


fa 


PP 


Aflaptea  Irom  IìAMPEETI. 


la 


3p^^^ÌÌ|Ì^.^lE 


:^ 


i^ 


-e- 


-3- 


± 


Legato. 


P 


fa 


SI 


la 


S 


-ö^- 


fa 


sol 


re 


SI 


:^zzp: 


T ^ 


^-¥-- 


fa 


mi 


:p=©=: 


P3^ 


» — ^ — a-     7        «--<? — ai — ^- 


-tf- 


i 


rail. 


f7\ 


:1: 


:é=5=zz^ 


S 


itz:?: 


mi 


la 


S 


l-T+l 1 — ( — I —  I 0 


sol    fa     sol      si       la 

-A— r=***s;r ^■ 


sol 


rail. 


PÉ 


tt^ 


'-t 


^  /TV 


r 


allarg. 


-^=t- 


A^=t 


iz^zij 


ttf- 

Ti    ~ 


-IS- 


-S'- 


-^ 


legato. 
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legato. 


i: 


jài 


'^ 


'M 


SI 


I 


W^ 


-t — «- 


s^^^^ 


* 


^tl 


la 


p: 


;bzi: 


si  do    sol     la    do     fa 

re 


dolce. 

-9-         -0- 


-0—^- 


'mm 


-W — a- 


-9 — 9- 


=E=F 


-©- 


-9 9- 


-0 9- 


^£=F: 


I 


-h 


-#- 
-1 — 
-»- 


-»- 


— ©- 


ti.iiiiiiii 


mi 

do 


.t=l 


m 


_r^ 


rail. 


/TN 


P=^fe=£ 


re      la     si     re    sol 


:p: 


-^^i^ 


# 


do     mi    si      re    la      si     la 
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w 


legato. 


IE: 


^25)- 


sol        la 


sol 


fa 


la 


pfa 


SI 


-7    7  7 


-7-gh 


«—7 


:r:  »'ai/. 


fe^É^^ 


|] 


In  accordance  with  the  arrangement  of  this  method,  the  exercises  have  been  studied  on  the  two  principal  vowels  a 
and  0,  (Italian),  and  the  Vocal  Studies  on  a,  o  and  e,  (Italian.)  It  is  to  be  hoped,  however,  that  the  advice  respecting 
the  practice  of  the  other  vowels  has  not  been  neglected,  (See  Part  I.  page  15.)  As  a  stepping  stone  to  a  correct  and 
elegant  pronunciation,  solfeggi  are  of  great  practical  value.  They  afford  opportunity  of  accustoming  the  vocal  parts 
to  combine  vowels  with  consonants  in  the  form  of  simple,  independent  syllables.  The  syllables  of  the  well  known 
system  of  Gtddo  Aretino,  now  more  than  a  century  in  use,  present  admh'ably  concise  combinations  of  vowels  with 
some  of  the  most  important  consonants. 

SYSTEM    OP    GUIDO    ABETINO. 

, — -, — À — 1 , . 


^ 


4:: 


Ut      Re 
(Do)* 


Mi      Fa    Sol      La 


Si      Ut 
(Do) 


Re      Mi,       &o. 


Among  the  consonants  we  have  the  liquids  I,  r  and  w,  the  latter  of  which  is  also  a  lahio-nasal, — the  linguo-deììial  d,  the 

lahio-dcntalf,  and  the  sibillaiit  s.         In  practice,  the  consonants  should  be  pronounced  delicately,  but,  at  the  same  time, 

energetically,  distinctly  and  rapidly,  and  the  voice  should  sing  on  the  vowels  only.     The  positions  of  the  tongue  and 

mouth  peculiar  to  these  consonants  and  vowels  must  be  thoroughly  learned,  or  pure  utterance  of  them  will  be  impossible. 

(See  "Theory  of  Pronunciation,"  Part  III.) 

(FOR  SOPRANO  OR  TENOR.) 

VOCAL    STUDY.    No.  14. 


Molto  legato  e  sostenuto. 


(SOLFEGGIO.) 


*  As  indicated  in  the  scheme,  Do  was  originally  called  Ut — pronounced  like  cot  in  the  English  word  boot.     Do  was  substituted  in  order  to  exclude  the  «  sound  from  first 
studies,  and  to  avoid  the  final  t. 
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4 


-N-»- 


:öz 


-g=^— i^-^: 


^-*?--d- 


Izöii- 


fa 


re  do  si 


la 


sol 


fa. 


■s<- 


mi  do  re     si 


# 


-I — i- 


3^= 


E?-3 


z'jr'9- 
-e-       -» 


3=5=3? 


-1— g, ^- 


^ 


'-4: 


^ 


!=3=8=p 


PÌfÌ 


■T-ä: 


I — ^- 


*= 


:^z±; 


-<5^-, 


-^■'. 


-(S- 


-Si-i 


^te^ 


la 


--P 


:ö: 


mi         mi 


fa 


re 


1=0:- 


la       .  mi         la        sol 


fa 


Se^ 


ni^-ilzzs!^ 


-^-àT-^- 


_l — B^__| — mg — I — mg — I ! 


i=d=r 


:qr-«-4 


-4: 


:ir 


_É^_lj — É| 


:xz=f 


i=4=:: 


'üipä 


3= 


-öh 


1-— I — 


:2a: 


-0- 


3 


-(S- 


-s^- 


5if: 


-of- 


fa 


^tì^ 


^ft 


-Nr^ 


pEl^^S^É 


sol    la    si    do      si 


A — ^9 — I — ^» — I — ^» 

-I-  -c \-  -g.  -A-  -m- 


-e- 


m 


la 


=T=i 


3= 


:É=d: 


do 


fa 


-f5>- 


f=3:: 


re 

fa 


re 


d — Kig — 1 — ä!g — I — S^ — 1_ 

,-l-  -a-  —I-  -«-  —I-  -9-  — I- 
e-        -0-        -a-        -a. 


-+- 


-^ — I  "  0 — I — p —  - 
— \    &      \    @      ^    @  — 


-(S- 


^: 


-Si- 


5= 


-  — Sl-T- 


:4- 


-0!- 


^_ 


¥ 


re 


!EÈ 


±=:c: 


do        si 


la 


re 


fa 


fa 


mi    la       re 


•      *      »    -*-     -a-  -a- 


-3EEE3 


— )-jj — ^- 


'91 


:«jf 


— ©>- 


-«^ 


-SI- 


«^==*? 


i^:: 


-is- 


"B©- 


I  I 


:ziiszp_p — ^ 


'E^Ei 
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la 


SI 


do 


mi  re 


la., 


I 


S 


3: 


iripr 


^3F|=J^=5=|F3 


"immm 


-<5f- 


8va. 


t 


-5H- 


B»- 


-e- 


-s*- 


^f"l-' 


■e-v— 


es 


fe^ 


-N-iv- 


it: 


-;^- 


sol  la    do        si 


la.. 


:| 


■#=^ 


3=i: 


=r 


-« — «, 


i: 


'«= 


i  ? 


W^ 


a  tempo. 


^ÈA 


-\-tf- 


:Ä 


;:é=:?=1^=:^: 


Ilo: 


sol 


fa re  do  si 

8empre  legato. 


la 


J- 0 H__|J .J i^H 


=^4 


:F^T=^3=^: 


i^i 


:öi 


:q: 


:^i-=g: 


sol 


rit. 


t-^ 


=ì===g 


-«9- 


-<$»- 


-di 


-0-. 


feä 


sol. 


=?it=^ 


:dr 


-N \ — Nr 


- — m — • 


lÖc 


:B 


mi  la  sol      fa 


3=-J- 


re 


:l=öz 


fa., 


re    do    si     la 


-n- 


sol 


:3F^. 


91^ 


=5 


zq: 


:tìzi: 


-&-. 


m 


fa  mi  re  mi     re 


:^ 


3^: 


-/?N- 


1 


-iS?- 


pi 


sol 


:tì: 


la 


fa 


la 


-+- 


i=^z:äizq-;^. 


^ 


"m 


-«-  -tf- 


-(S»- 


ESE3 


-rdr-f 


:q=j— q: 

— I — mg — 1_ 


re 


-t-:4 


j ir 


rit. 


/TS 


-f2= 


-iS- 


-ÄI- 


-Ö- 


^3? 


-«Q- 


-2^- 


-e — 9- 


-0 1- 


— I — 1 
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VOCAL    STUDY.    No.  15. 


ijli  Moderato. 


'  SOLFEGGIO.) 


Adapted  from  BOEDESE. 


M- 


-rir 


la 


J  "3 L 


-.-^zjt 


:q: 


It 


Piano-forte. 


— a — 


:tì: 


aäiä! 


:tì: 


-^«f- 


-(S»- 


>    3 


sol 


fa 


-0- 


-tf- 


t^EÌÌ 


im 


fa 


-T 


-«- 


-e- 

-Ö- 


sol 


-®- 


la 


li: 


=E= 


fa 


SI 


-%- 


tif: 


ifzt 


->-3- 

la 


-(Si'- 


sol 


i^iqzq: 

>    3 


J— ö'- 


fa 


mi 


->-3- 


i 


re 


do 


:^ 


la 


±=0: 


>    3 


sol 


fa 


CBäünsa— 


j-^i: 


mi 


-&- 


-a- 


l?e- 


e 


-a- 


:Ö= 


:t= — zt: 


fà 


^=^= 


>    3 


l'ÖZ 


sol 


_ö- 


-e- 


-ö- 


fa 

dz 


-i^- 


^-—s?- 


Sl 


-a— 

-0— 


:?z?z?: 


sol 


do 


z@: 


=3=^i:l^:^ 


:äz?zEz 

>    3 


-fi?- 


fa 


sol 


dzl: 


do 


fa 


Fine. 


t=t- 


1=1; 


9 


— -P 


I=± 


-s/- 


m 


i 


p^ 


:öz 


la 


zz: 


J-^: 


-^f-*^^^!^ 


fa 


do 


:ö: 


mi 


la 


>    3 


-0 


:ö: 


sol 


fa 


re 


z^ 


fa 


z;=ì 


-a- 


-0- 


-0 


~m- 
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^r 


J^- 


SI 


'&- 


re      sol 


>    3    * 


fa 


-e- 
do 


->-- 3- 


do 


--Ö-- 


si 


jàztJàz 


->-3- 


la 


sol 


>    3 

do 


fa 


'Ìz±é: 


->-6- 


la 


/ 


5=4 


^g— g— gl  ^gl-Tg^ZgZ  ^-      -S-        • 


H»- 


i 


1^ 


::-«!- 


do 


i^i- ^^g^= 


I 1 


-fS»- 


do 


SI 


zd: 


:f: 


1 1 1- 

ZÉZfZÉl 

->-3 


la 


:_^_ ^ — H— +^ — -^-^--^-^-ä-^-^-^-9 ^ 

-•-f-«-     *  3   *  >  3        3   >  .-all. 

sol  do  re         mi         fa  sol 


-i — \- 


r^- 


-0 


-0- 


— -N- 


yi 


z:t: 


sol 


^1 


9- 


^] 


Maestoso. 
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(FOR  CONTRALTO  OR  BARITONE.) 


-Ì 


Eei 
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-0-    '^ 

do      re 


re 
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mi     fa 


*fef^^ 
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:^: 


-s^- 


:^ 


sol 


re    la 


s>- 


-0 

re       si 


sol 


do 


:^ 


::f: 


do      si       la 


HZZTX 


si     la 


:P^^^ 


q=T 


■0 — 0 — a — a- 


3i 


^riJr7g:-.^-Z|: 


-t — I — ^■ 
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■M — ^ — *^-|tf- 


-0-  -0-  -0- 
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-«-  -»-  -»- 


2z^? 


..(ö_ 


-(5^ 


1_ 


-zJ- 


-lS>-T- 


l±. 
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i=-t 


-\- 


-gi-r- 


;:-25f- 


t: 


la 


sol     fa 


,fa 


fa    la      si   do     ia    si     re      fa 


T=^: 


» — «^ — ^ — ^e 


É r- 


fa    la     do     re     do 


-^      ^      <;- 


:t=T 


-* — «- 


gii>; 


3: 


-S'-' 


-0» *U '^ ^3- 

a-     -«-  -a-  -e- 

-•-     -• 0 a- 


^ 


• » 


-h- 


© »- 


-g — ^- 


1=^X 


■v-v- 


-!©- 


si   la      sol       fa 


re 


W=f 


^ifefc 


-ö'- 


-t-T- 


-Si- 


-H 


:ö: 


> 

si       fa 


-i5>- 


:ö: 


-f2-x 


-s»- 


> 

re 


-s^: 


fa. 


1=1.-0, 


iS- 


-Zj&- 


-s>- 


.«=d=tì: 


-^-^-s^- 


:ö 


nV. 


L, — ^_ 


3t 


sol      la       sol       fa mi    re     do 


a  tempo. 


1 


mi     fa 


-d 


EäE 


SI  re    ta 

Sempre  legato. 


S 


-É— «— É- 


:ö: 


la     sol   fa 


do      re 


3EÉ?=Ì 


:q^i: 


-a^— ff 


,  :S:  :^:  ;^:  :i«:    =ö: 

//w   -e-  -e-    •    -9-     ~0- 


iirit^t 


::1z;:r^ 


i^Ö=3 


-*-  -e-  -Q-  -a-     -«- 


"7— z: 


re 


dz=:qi 


-Ö-  -Ö-  -#-  -#-    -«- 


=ft 


:ji:: 


a»  «a  flifl  «a  -a« 
^_  -0-  -0-  -^_  _ö_ 


f-£-— ^— r- 


:#:^ 


btìzi: 


ö--^ 


-s^- 


:f=S=zö=:«=rtzt±:äi— |— |==fcii:^z±±zz;==«— 2zi«=ii2i±=±==8=i=i=|^ii^ 


a 


'6^ 


.-f2_ 


-(S>- 


-^- 


T  "H-- 


"T^!- 


-&-^ 


^„ 


dzzzd- 


:Jz: 


TJ^ 
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:^fc=t 


rit. 


tzz-^z 


la 


a  tempo. 


:z^ 


H- 


:q: 


btì: 


sol  fa 


si 


re   fa 


/ 


*:N= 


iifefc 


-<s-. 


-^-  -a-  -a-  -s- 


■É—É—»- 


la     sol   fa 


t  — J  J-| 


3i 


do  re 


idiii 


«     a     «     _ 
-•-  -•-  -«-  -# 


s»-^ 


e; 


-(5^ 


:ö: 


.a:  :^:  :^.  :é: 
•-  -e-   9   -e- 


H 


-&- 


Ì2==: 


re 


mi 


:tf*=i 


3=Z£ 


-ei- 


fa       sol 


re. 


si 


la       sol     fa 


aft 

la      si 


^~ 


1 


1 — I- 


:UÉ=^=^^ 


-Ö-  -fl-  -•-  -Ö- 


-jà~ 


1=T=:t 


-fl 0 0 0- 


P^f 


S     a     9      « 
"*-  -9-  -0-     ä- 


-ti 


g  11 


i^È 


-251- . 


:ir, 


0*- 


-ii=: 


^^•=^=j?5 
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Adagio  mosso. 


(SOLFEGGIO.) 

FOB  VOICES  OF  MEDIUM  EANGE. 


'$^^': 


-T 


±=:fcp: 


Senvpre  legato. 


Adapted  from  LAMPERTI. 


Zà- 


la 


re 


do 


M 


^i? 


-)- 


mi    fa       sol      fa    sol    do     si 


la 


fa 


€ — ~e       g- 
-g g a- 


-&- 


-a — &- 
-a-  -e- 


■X 


^ T 


-4- 


-a- 
-e- 


m^^^i 


-->■- 


^=^ 


— V- 


"ZX 


lÈ^Pi 


fit» 

-N-T : : ^  " 


-N- 


=q=::=iH^=^ 


0- 


-^ 


=^ 


fa        la      sol       fa         fa      mi    si     sol         fa    mi    sol     fa         mi 

la 


=Ör^, 


W 


Ì2=M: 


-% 


-g        g- 


zEti 


-a — & — -L- 


— 'f- 


"8^"  I9Z  z©: 
0 — »       o 


Z: 


"••-  -s*"  ~©^ 


-^— ^- 


re 


mi^ 


^=1= 


?=^: 


:x 


zr 


-0- 


± 


dolce. 


— 9 — 0 — e 
— ÉP — a~e- 

-ztzzrzzzz 


VOCAL    STUDIES. 


109 


2-^ 


N-+- 


:Ä=:tv=p: 


3t*irU- 


-V- 


--,_.., 


m 


mi     fa       sol      fa  sol  do     si      la 

— - — N -iN] 


fa 


-"h 


-«- 


-'f- 


I     f     I 


-r-r 


-i*^— /— ^- 


— N-T 


^=t 


~A~ 


do  re  do     si    do      la    sol 

la     fa        do 


^ISi 


-0 m- 

jg — jO- 


-m- 


-■±—M- 


-i^- 


-N- 


:i^--^ 


-e — e — »- 


;^=pzz^i;:z«: 


-- N- 


^ 


-*f- 


fa 


— I- 


i^- 


^- 


-i-4- 


% 


iSi 


-±=.A^=±---z^- 


J: 


J: 


:t=: 


-ff- 


BiE^I»^' 


-i^- 


-A-*?- 


la      si     do    re        p  sol    la      si     re     sol     fa     mi 


do 


t- 


J: 


^i::i:^=^ 


-o- 


^=: 


^È 


-fl — 0-  -«- 
-a — « — •- 

-«f-  -1^  -#- 


A-^— 


:fef^ 


^=5^P 


-N->- 


t^i: 


^•= 


-k^— f 


J^— k^ 


-^^-^ 


ij=i 


-Shà-  ■  -fe -I y — K  — ' 1  — 


la  do    si       fa   la     sol       re  mi  sol      fa 


mi 


do 


;-^- 


— N- 


i- 


tis 


-a-  -0- 


^-K 


-s^- 


_irT-_D& e »I 

30 k.» IM.mÌ — 


/ 


se 


E«- 


Ü 


la       sol       fa 
St7'ingendo. 


% 


§t 


E£^^ 


mi      re 


do 


3E± 


SI 


la 


3 


r  r  « 


i:^: 


Strìngendo, 


-g- 


iS: 


-\- 


fa 


-9- 
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2-t: 


re 


tm 


^- 


do 


la  do  si    mi    do 

tempo  primo. 


SI 


sol    si      la     re     si 


-a-  -» 


WÉm^' 


a- 


-- N- 


■^--^- 


K~r 


N— N- 


-1— ^- 


-9- 


:qil 


la 


fa  la  sol  do 

la 


-^#^  ^ff-  jjß- 


-Ö- 


,.    é.    à  ^.    t    t 


=^ 


é, 


A. 


-N— •- 


-0- 


^t- 


"3r 


fc^ 


m 


=^=^= 


»-T- 


kJ 


-W-?- 


:K=^ì=é: 


«7 


3^31«; 


H^ 


-N-i- 


1 


fa 


mi       re 


re 


sol    la 


mi  fa  sol  la  si    la   re         fa  la     re. 


i?:^ 


'ti 


P 


"a 


— r^^^ — 


i^-B 


"(5)- 


t^ZàZZÉHÀl 


t2É~à=iéz=É:±S: 


M    ai 


-f*»- 


È 


9 


Adagio  e  sostenuto. 


(FOR  TENOE  OR  SOPRANO.) 
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CSOLFEGGIO.) 


::1=a; 


-M 


-i-. 


-f—n- 


if??i 


=1=^ 


iqi: 


la 


re 


do        sol 


SI 


mi 


sol       fa 


la 


mi 


re 


sol 


si     re     do     mi 


zirs: 


l?-o- 


-HV- 


-ii— zN 


^-=^- 


mf 


-e»- 


-'^ -N-^- 


^r^- 


-^ 


ii 


lit: 


--=]:- 


fa 


I 


lE^^i 


;É: 


IE 


ZÉZI 


fa 


la         fa 

dolce. 


mi 


P 


^ 


:=2=3=5-|i5 


-Ö- 


;Brist~C 


is 


-Ö- 


do 


la 


ini 


re 


-a e- 


-<a— ^ 


-a- 


:tJ?^=È 


la 


la 


eres. 

T h 


si     do     re 


=4 


zWE^s=äz=.äzi 


0- 


'% 


-s © 


.^^± 


M 


-0- 


r>~^ 


ritarä. 


re  do         do    si  la    si      la 


Ööe;^eiö 


-• — a- 


ritard. 


~P^~¥ 
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-TH- 


it=É: 


-« 0 0 Ö 

o  tempo. 


"-jy.       -g.        _^_        .^- 


:E 


:$ 


-0 -#- 


-a^ 


eres. 


riten 


If  the  exercises  in  Part  II.  have  been  thoroughly  prepared  in  Tempo  moderato,  the  pupil  will  experience  no  great  difficulty  in  renewing  the  study 
of  the  same  with  a  more  rapid  tempo.  The  greater  the  economy  of  the  breath  so  much  the  more  easily  can  a  singer  execute  long  phrases  or  runs; 
and  though  it  may  seem  superfluous,  we  again  call  attention  to  the  importance  of  understanding  thoroughly  the  first  principles  of  respiration  as 
stated  in  Part  I,  and  often  referred  to  in  the  pages  already  gone  over.  ■  The  manner  of  studying  Nos.  34"  Be'",  &c.,  has  already  been  indicated — The  same 
principle  applies  to  many  of  the  other  exercises.  When  executing  them  thus,  the  temilo  must  be  quickened.  Every  tone  must  be  pure  and  clear, 
and  the  whole  passage  should  exhibit  an  even  flow  and  a  natural,  rhythmical  swing.  Such  practice  not  only  increases  astonishingly  the  skill  in  distri- 
buting the  breath,  but  also  prepares  the  way  for  taking  the  upper  tones  with  ease,  and  of  extending  the  compass  of  the  voice  without  fatiguing  the 
singer.  Practice  should  now  proceed  methodically  on  a,  o  and  e,  (  Italian  )  —  occasionally  only  on  i  and  u,  (Italian.)  The  pupil  should  also  .return  to 
those  exercises  in  Parts  I.  and  II.,  which  were  studied  on  a  or  o,  and  study  them  anew  with  the  other  vowels,  observing  always  carefully  whether  the 
mouth  and  tongue  are  in  the  position  most  favorable  to  the  vowel  to  be  sung.  (Compare  with  "  Theory  of  Pronunciation.")  This  practice  must  be 
interspersed  with  solfeggi,  the  study  of  sustained  tones,  and  of  the  schemes  of  pronunciation  and  articulation  given  on  page  15.  The  vocal  studies  in 
Part  I.  must  also  be  sung  as  solfeggi,  using  the  syllables  of  the  system  given  on  page  102.  The  minor  should  not  be  neglected.  It  may  be  studied 
in  the  forms  already  given  for  the  major  scale,  but  more  benefit  will  be  derived  from  practising  the  simpler  forms  given  below,  bestowing  the  whole 
attention  on  the  pure  intonation  of  the  same.     Simple  exercises  in  minor  keys  will  be  found  in  Part  III. 


No.  38- 


MELODIC    MINOR    SCALE. 


No.  39. 


HARMONIC    MINOR    SCALE. 


:^=i: 


No.  40. 


No.  41. 


'^^^^^^^^^^^^^^ 


No.  42. 


No.  44. 


No.  43. 


|ig 


JI2  THEORY  OF  THE  SINGING  VOICE. 

MUSICAL    ACCENT. 

Every  melody  obeys  in  its  movement  certain  laws  called  rhythm,  "  which  indicate  tvhen  one  sound  should  succeed  the 
other,  and  hoiv  long  each  sound  is  to  continue."*  There  is  a  variety  of  rhythm,  or  arbitrary  division  of  melody  into  measures- 
Each  of  these  must  contain  a  certain  number  of  notes,  whose  value  is  prescribed  by  the  composer,  and  which  recur  there 
fore,  at  regular  intervals  ;  this  we  call  tempo. 

The  simple  measure  consists  of  two  (even)  or  three  (uneven)  notes  or  beats  of  an  arbitrarily  determined  value.  The  com- 
pound measure  is  a  multiple  of  the  simple,  and  has  also  an  even  or  uneven  number  of  beats. 

■4-     -4-     t4-      t^ 

%  Ì,   %  A:,  even     )  Thus  :  ¥'*'*'   T^    >  )  Thus  : 

■2"'   ■4-'   "Ö"     \  yy  L  _  ^    j>     ^      j^       V  even.  I 

ä:    ft    3:    3^-^  uneven  )  simple  measure.  "  ^5   4:?   ig.^   ^--g.-.    j  ^  compound  measure. 


-2-'   -4-'    -S-' 


2  4%?  uneven. 

The  first  note  of  each  measure  is  distinguished  by  being  more  strongly  accented  than  the  others.  It  is  customary  to 
denote  the  strong  beat  by  ^,  and  the  weak  beat  by  ■-'.  In  simple  measure  we  have,  therefore,  in  the  even  division  one  strong 
beat  and  one  weak  beat;  and  in  the  uneven  division  one  strong  beat  and  two  weak  beats. 

EXAMPLES   A   &   B. 
A    MARTA.  Aw  r\  ^  AoAwAo  Aw  _A_.       _^  ^PLOTOW. 

fi fi , et 


Ve  -  drai      ca    -   ri        •         no,  se      sei    buo   -    ni     -     no,        che     bel      ri   -   -      me   -     dio        ti     vog  -  lio  dar. 

The  accentuation"^ of  the  compound  measure  follows  that  of  the  simple  measure  of  which  it  is  compounded  ;  but,  as  before, 
with  the  stronger  accent  on  the  first  beat.  Thus  in  ^  time,  the  accent  falls  on  the  first  and  third  beats  ;  in  #  time,  on 
the  first  and  fourth  beats,  in  t;  time,  on  the  first,  fourth,  and  seventh  beats.  Denoting,  as  before,  the  strong  accent  by  ^, 
the  new,  but  weaker  accent  by  >,  and  the  unaccented  notes  by  w,  we  have  : 


c. 

A 

> 

A 

o 

> 

~J 

A 

W 

> 
fi 

A 

CS.''^.'"                  -^ 

tt 

ß 

^ 

v-ffi+  i 

V 

ry 

fi 

B 

? 

1 

1                 '              1 

2?^-ff-t^^ -j 

■   r — r — \ —    - 



MENDELSSOHN'S 
ST.  PAUL. 


Un 


to 


Thee  ; 
> 


then 


pen 


S 
How 


-ä 


love  -    ly 


the 


_A 


Thou 
> 


my 


lips,         O 


Lord! 


iv— 


-ii- 


sen  -  gers 


that 


bring 


the 


0 

pel 


of 


peace. 


The  subdivisions  of  the  notes  of  a  measure  follow  also  the  same  general  rule.  Thus,  in  groups  of  two  and  three,  the  first 
has  the  stronger  accent  ;  in  groups  of  four,  the  first  and  third  ;  in  groups  of  six,  the  first  and  fourth,  however  slight  this 
accent  may  be.  This  latter  accent  is  in  addition  to  the  regular  accent  of  the  measure.  In  '^^  time,  which  is  made  up  of 
two  #  measures,  the  same  rule  holds,  but  with  the  seventh  beat,  which  is  the  first  of  the  second  series  of  ^,  more  promi- 
nently accented  than  the  fourth  and  tenth. 

In  the  rendering  of  long  runs,  the  observance  of  these  laws  of  accentuation  will  give  the  passage  a  crisp  clearness,  and 
even  flow.  Triplets  and  groups  of  four  have  a  slight  accent  of  their  own  on  the  first  note,  iiTcspective  of  the  accent  of 
the  measure,  this  accent  being  more  prominent  in  the  triplet  than  in  the  group  of  four.  The  same  rule  holds  also  in 
combinations. 


MESSIAH. 


EXAMPLE    E. 

—      w  Aw 


—         HANDEL. 


-0- 


For 


un  -  to 


us 


V — 'é^—^ 


é-s- 


a  child  is     born. 


SYNCOPATION. 

In  Syncopation,  where  the  unaccented  note  is  prolonged  so  as  to  include  the  strong  beat,  the  accent  of  the  strong  beat 
is  lost  in  the  peculiarly  sharp  accent  of  the  syncopated  note,  which  seems  to  diminish  also  the  strong  accent  of  the  first 
beat  of  the  measure  when  immediately  after  it.     The  other  species  of  accent  are  described  in  Part  III. 


CKEATION. 


"-^. .EXAMPLE   F, 


HÄTDN. 


(Syncopation.) 
plant 


*  Mary's  Musical  CoroT'Ocition . 


PART  III. 


VOCAL  EMBELLISHMENTS. 
THEORY    OF    PRONUNCIATION. 

PHRASING. 

RESPIRATION    CONSIDERED    TECHNICALLY    AND 

.ESTHETIC  ALLY.  ^ 

i  i 

CANTABILE,  RECITATIVE,  AND    DECLAMATION. 
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PART   III. 


VOCAL    EMBELLISHMENTS. 


The  accmcatura  is  a  note  whose  sole  object  is  to  intensify  the  accent  of  the  note  before  which  it  is  placed.  It  has 
no  accent  of  its  own.  It  is  denoted  by  a  small  eighth  or  sixteenth  note,  with  a  line  drawn  obliquely  from  left  to 
right  throuo;h  the  stem.     It    is  situated 


to    the   left  of  and  generally  a  'P^      | — ^ — i("l~~  ' 
major  or  minor  second  above  or  below  the  principal  note.    For  example,  ^     *     ^^^tf^^*     ■  '■ 

The  acciacatura  must  be  executed  with  the  greatest  possible  clearness  and  rapidity,  and  must  be  spoken  on  the 
text  syllable  under  the  note  to  which  it  belongs. 

The  doppia  (double)  acciacatura  or  meszo  (half)  grupetio,  is  the  term  now  commonly  applied  to  all  groups  of  two 
small  notes  placed  before  and  emphasizing  a  principal  note,  (a)  Both  the  simple  and  double  acciacatura  are  found  in 
every  style  of  vocal  composition,  but  prominently  in  Opera  and  Oratorio,  and  their  fine  execution  lends  exceeding 
grace  to  the  singer's  style.  They  are  to  be  delivered  clearly,  lightly,  and  rapidly,  with  no  perceptible  derange- 
ment of  the  tempo,   and  rarely  in   full  voice. 


EXAMPLE   OF   THE   SIMPLE   ACCIACATURA. 


EXAMPLE   OF   THE   MEZZO   GRUPETTO. 


LUCIA. 


■m^^ 


DONIZETTI. 


Hatdn. 


Ris  -  pon  -  de    -  va  al      mio 


Here      vent       their     fumes      the         fra  -  grant  herbs. 


The  appoggiatura  (Italian,  appoggiare,  to  lean  upon)  is  a  simple  small  note  placed  to  the  left  of,  and  above  or  be- 
low a  principal  note,  from  which  it  is  generally  a  major  or  minor  second  distant,  though  it  may  be  distant  any 
interval. 

The  time  for  executing  the  appoggiatura  is  taken  from  the  principal  note  after  it,  and  is  equal  to  one  half  the 
value  of  this  note  which  must  be  held,  therefore,  but  one  half  its  value,  (b)  While  the  acciacatura  is  without  accent 
or  appreciable  tempo,  the  appoggiatura  has  both  tefmpo  and  even  more  accent  than  the  note  before  which  it  is  placed. 
The  small  note  by  which  the  appoggiatura  is  expressed  generally  equals  one  half  the  value  of  the  principal  note, 
though  also  written  as  a  j^,  an  ^^,  a^t,  &c,  regardless  of  the  value  of' the  principal  note.  It  must  be  spoken  upon  the  text 
Byllable   under  the  note  to  which  it  belongs,  and  always  accented  more  strongly  than  this  note. 

EXAMPLE    OF    THE    APPOGGIATURA. 


CREATION. 


t^^- 


-•/- 


-x=- 


'.^•: 


Hatdn. 


% 


By     flow  -  ers  sweet 


and 


gay- 

> 


Execution. 


(a)  The  •mezzo  grupetto  assumes  various  forms  of  which  the  above  citation  alone  is  given.  In  the  following  studies,  however,  all  the  principal  forms  thereof  will  be  fonni 
The  situation  of  the  mezzo  grup.  is  often  after  a  note,with  which  it  may  be  connected  by  a  tie.  Though  written  thus,  and  notwithstanding  it  must  be  spoken  upon  the  text  sylla- 
ble under  the  note  before  it,  its  position  emphasizes  the  note  following.    This  form  is  much  used  in  Italian  opera.     It  may  be  studied  in  Es.  No.  54. 

(b)  When  the  appoggiatura  is  found  before  a  dottednote,  its  execution  occupies  one  or  two  thirds  the  value  of  the  dotted  note,  determined  by  the  harmony  of  the  accompa- 
niment. 
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THK   GRUPETTO    OR   TURN. 


The  grupetto  is  a  group  composed  of  three  sounds  and  of  three  or  four  notes.  Its  limits  are  generally  those  of  a 
minor  third,  but  may  be  also  those  of  a  major  third  or  of  a  diminished  third.  It  is  one  of  the  most  exquisite  em. 
bellishments  of  song. 


The  grupetto  of  three  notes  mav  be  denoted  in  general  by  the  following  formulse  : 

FORMTJLA   1.  •  FORMULA   2. 


^ 


^^~ 


-^-^it 


-t 


1^ 


-&- 


^ 


r 


-e-i- 


EXAMPLE  OF  FORM.  1. 


EXAMPLE  OF  FORM.  2. 


ACT  II. 

SCEKE  V. 


LUCIA. 


P 


— ^ 


-•-s-» 


he- 


Donizetti. 


-P- 


Me 


CO  tas 


si      -    di 


LADY,  (in  "Martha.") 


X=iit: 


"^ 


gio    -    vm 


-  J^ 

Flotow. 

-o  iitt'  s     *- 

1 "^^i'-l 

[ 

-P-^-k-J 

L 

fior. 

The  grupetto  of  four  notes  may  be  denoted  in  general  by  the  following  formulae  :  — 

FORM.   8.  FORM.  4. 


^ 


3 


-t5>- 


-i 


■1:li=#= 


iV-T 


A^--=X 


|ii^3 


:tì: 


^^rgil^E^fel 


Limits  of  a  minor  third. 


X 


EXAMPLE   OF   FORM.   3. 


MozAET.     (Violet  Song.) 


EXAMPLE   OF   FORM.   4. 
MOSES   IN  EirrPT. 


H=S^ 


-<g--^^-j-«- 


»T 


.-.^ 


Eossisi. 


izit: 


-&c. 


bis     mich      das     Lieb  -  eben     ab 


gè  pflückt. 


Ce     -    -    le 


ste 


The  examples  of  Formulae  2,  3,  and  4,  are  written  below,  using  the    grupetto    sign  «w.     The   modes  in    which  they 
must  be  executed  respectively,  are  written  under  them. 


EX.   OF    FORM.   2. 


EX.   OF   FORM.   S. 


EX.  OF   FORM.  4 


X 

-(AS- 


•=P=? 


gio  -  vin        fior 

> 

^9-, — ?t^-  -p-^^r-p-h- 


E: 


y^ 


Execution. 


z::fvrl2|rzz:  -  — r \-r\ ^^ 


:t=zfziZ»; 


tl: 


-/- 


ili 


— 0- 


X 


E 


bis     mich  das     Liebchen     ab     - 


gepflückt. 


:c 


•^ 
^1=:::=; 


form  oi  grupeUo. 
X 


Ce     -    le      -      -    -     ste  man. 


-H- 1— I 


->= 


-.1- 


?^^f:@;f 


Execution. 


Execution. 
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In  agitated  and  passionate  rhythms  the  four  note  grupetto,  though  remaining  under  the   same    formula,   nevertheless 
differs  in  mode  of  execution. 


EXAMPLE. 


BEes^ 


X 


SCHCMANN. 


m\ 


lE 


Stead  -  fast 


cour    -     age,      lu 


cid 


mind. 


X 


-a- 


tzt- 


-ta** 


-&- 


Form  of  grupetlo. 
lu         -  X     - 


mind. 


^\ 


Execution. 


The  first  two  notes  of  the  grupetto  are  changed  into  ^^,  this  time  value  being  taken  from  the  Ef;  preceding.  The 
last  two  notes  of  the  grupetto  are  then  executed  in  strict  tempo,  the  first  of  these  being  clearly  accented.  The 
character  of  this  grupetto  is  vigorous  and  free.  It  is  termed  the  "grupetto  slamiato!'  The  forms  as  shown  in 
Exercises  3  and  4,   are   called  '^grupetto  legato." 

u  ■ 

RULES. 

The  above  forms  of  the  grupetto,  though  often  expressed  in  notes,  may  all  be  denoted  by  the  regular  grup^ 
sign  SN». 

The  delivery  of  the  three  note  grup.  is  generally  crisp  and  rapid,  with  a  clear  accent  on  the   first  note. 

If  the  grup.  sign  «sb  be  place,d  between  two  notes  representing  the  same  pitch,  the  grup.  must  be  of  three  notes 
only. 


EXAMPLE. 


EXECUTION. 


In  the  grup.  of  four  notes,  accent  the  first  clearly,  and  execute  the  entire  group  with  perfect  distinctness  and  with 
elasticity;  like  a  string  of  pearls,  though  bound  together  they  must  remain  distinct.  The  peculiar  construction  of  the 
four  note  grup.  presupposes  a  very  slight  accent  on  the  third  note,  but,  except  in  the  grup.  slanciato,  never  a  prominent 
one. 

If  the  gnipetto  sign  be  placed  between  two  notes,  the  first  or  principal  one  of  which  is  dotted,  this  first  note 
must  be  executed  without  the  dot,  then  a  triplet  grup.  thrown  in,  and  the  principal  note  must  be  repeated  in  a  note 
whose  duration  just  equals  that  of  the  dot.  (See  form  of  grup.,  under  notation  of  Ex.  of  Form  3,  page  115.)  .  The 
time  for  executing  a  grup.  is  to  be  taken  from  the  note  after  which,  or  over  which,  the  sign  is  placed. 

The  duration  of  a  three  note  grup.  is  about  100=^^  with  the  metronome.  No  fixed  rule  can  be  given  as  to 
the  duration  of  any  grupetto.  Its  character  differs  very  essentially  according  to  that  of  the  composition  in  which 
it  is  found.  The  grup.  of  three  notes  retains  even  in  slow  tempo  something  of  the  free  crispness  which  is  its  main 
feature.  Not  so,  however,  with  the  four  note  grup.  which  in  slow  tempo  and  sostenuto  movements  is,  almost  without 
exception,  very  legato  and  not  rapid.  In  quick  or  vigorous  tem2yi  it  naturally  partakes  of  these  characters.  Upon 
the  fine  musical  sense  of  the  artist,  or  upon  the  lack  of  it,  depends  greatly  the  elegance  of  any  grupetto,  or  its 
abuse. 
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That  the  arbitrary  rule  of  Garcia,  La  Blache,  and  others  of  the  French  school,  is  incorrect,  which  says  the 
note  of  the  grupetto  below  the  note  which  the  grup.  accents,  must  never  be  more  than  a  semitone  distant  from  this  note, 
numerous  examples  to  the  contrary,  found  in  the  best  authors,  prove  conclusively. 


Andante. 


EXAMPLE    FROM   "MOSES   IN   EGYPT." 


Rossini. 


I 


INTRODUCTION. 


gi-rf=E=^=f 


z:=t=t:=:::ip: 


izzt 


MOSES.  A 


^e;eE: 


-^-.-J^ 


~-fs- 


B 

-sss- 


p-i-#- 


-e — 9- 


«Ei 


fei'^ 


itnzt 


Ce      -    les 


tial 


Lord 


V 1/- 

of  mer  -  cy. 


I     1.1  ^ 


&c. 


eJ+a-»-Hff- 


:a=J^i^: 


EE: 


t=t- 


IÖI 


According   to  the  rule  of  Garcia  and  the  French  school,  the  grupetto  at  a    in  the  vocal  part  must  be    executed 
with  G#,  thus:  , 


ZWY-JlZ 


zSdiö^-^--^-''^ 


-1 — 


Si- 


(22- 


Ce       -     les 


tial 


Lord. 


The  introduction  above,  however,  gives  at  a  and  b,  Rossini's  own  intention  respecting  these  grupetti,  written  in 
full.  Therefore  the  grupetti  in  the  voice  part  at  a  and  b,  which  differ  from  those  at  A  and  b  in  the  introduction 
merely  in  being  denoted  by  the  usual   grup.  sign  «v»,    must  be  executed  as  there  given,  viz.: 


B=a 


=i^=;;=F^ 


Ce 


JIM    -»X    A         S  ^S       m.     _ 


5- 


;^=^^.< 


i==t: 


les 


tial 


Lord 


of 


mer  -  cy. 


Similar  examples  may  be  found  in  '^Don  Giovanni"  ^^ Seraglio  "  (Mozart),  " Mdelio"  and  the  songs  of  Beethoven;  in  the 
songs  of  Schubert  ;  in  "  Tancredi,"  "  Barber  of  Seville  "  (  Rossini  ),  and  others. 

The  grup.  on  a  major  third  is  found  often  in  compositions  of  serious  style,  and  quite  prominently  on  the  tonic  and 
third  of  the  key,  where  the  voice  part  returns  immediately  to  the  tonic. 
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EXERCISES. 


No.  45." 

Lento- 


->^- 


±=i 


=1= 


1        r 


L 


-^    «    V  :^;    ^ 


R 


--^s- 


't---- 


--M 


No.  46." 


E: 


~-T- 


-K- 


No.  47." 


?^ 


a 


:!=:::: 


=1= 


H^-fl- 


IJ:-*- 


1=: 


-i-«- 


^2;^ 


Ee= 


d=zg=1=z:^: 


=1=^ 


^=1= 


-là-  -i^Tà    -è:^:s- 

No.  48."      ^ 


-^^•-     -*fji-»- 


-i^- 


-o *J—m *-j-*- 


:l=e 


i^zqzz-^iT 


=^= 


No.  49." 


^3=:^ii 


-0-      'tji-ö-      -i-' 


#^ 


—^-@- 


-H5a— ^ S5- 

-JH — I ß- 


:|=^ 


E 


:|=:^^ 


:$^=; 


'B *%:9 — z,^'^-Tà- 


^a:^4?:;:Ed^= 


<^  « -i-*^—m 


q.*^ 


^;^ 


^Ee 


— I- 


1=^ 


-«- 


Lento. 


t^^E 


_^_ 


_^ ^ ^— r-i 


-^ ©- 


-0- 


ZBZ 


_9 s_: 

-0 0- 

_i 1 — 


*  No.  49.    The  grupetlo  of  three  notes. 


I 
-(S — 


.J 


— I- 

-làr 


-e 9- 


-0 o- 


ß- 
±z\:-. 


--^— — r 


F=4: 


-^<' 


s= 


^i 


:jE3=||^^g^^g=l|o 


^ìè 


:3^«=t: 


j^-:t=^z^-± 


!£E^?ÌÌ^^^EÌ&^^^^Ì^Ì^^^ 


d5^=i:^:==xrT 


-  # — --(*-j-© i-i--»- 


■qz=dr::r 


^~-. 


^ä 


e         gj 


-tf[ Ö- 


~a 1- 


=•-     -a--^- 


'9~      "9' 


-9-    -a- 


3!^S 


-® o- 


Bs 


,i?i 


-g ^ 


.z± 


The  first,  or  ascending  form  of  the  mtzzo  griip.  in  Ex.  No.  47,  is  denoted  often  hy  the  sign.  ^.  ,         ,  . 

The  second,  or  descending  form  of  the  mezzo  gruj>.  in  Ex.  No.  47,  is  denoted  often  by  the  same  sign  wii  h  a  short  perpendicular  drawn  through  it 
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-e — ^ 0- 

-t 1 1 — 


:e^g — iz 


i^È;;=fe^s3 


pt=^'- 


j-é g gH 


I 


:^ 


-4=© ^-0- 


■«»-«- 


:!=:= 


:é: 


S3^E± 


B=* 


i 


=^: 


■Ö «-^-« *-j  -« J- 


:3=q^z:ji 


é- — -^^-^ 


^i^iJzizzi: 


:=^: 


^-^^ 


g ^  -'-« éìi^-a- 


g3=til=:|z=^z: 


ii 


r==i^ 


:^É=i^.zéz 


--P-- 


P 


Ss ^ 


H ^- 


-^— — .gH-a 


'r- 


i|E^=t 


-i^!- 


:rg ^g: 


:B=-^-J=tz=:J^:É 


z^zE^_^^=^J^z==^zÉ===:^^Ézz=z^^w=z^\zì^ 


S 


fcz:-i 


-a- 


-fl «- 


-g gi- 


-e- 


-É- 


~l —  -ei- 


—\- 


-» a- 


t^ 


-ä~      à~  -0 


'9j^ 


i, ß- 


-0 •- 


tzt: 


itz:: 


fezEg^^^_-| — IJE^ 

^ 0 «=« ,^ — a  -J-g- 


-p a^ 


-•-  tfffl «- 


^-    -Ö-    -B 


E3FE3?^i 


1 


i 


-i-0- 


'^^- 


^-^ 


ztz 


It 


f 


^-      ^  Ji- 


fez=E^^3=zzazH i- 


z^zd=-z^: 


-t!> W^- 


:i=:^zdzzzzj: 


q^: 


:q^z^: 


m 


-ä-      -izl-é- 


-ii' 


^= 


i-0 j^-0 


-^ 


V- 


r«^ 


^^- 


t~ 


1,7  a-     ti*- 


:z:1z=zzSzzt=n^z1z 


li 


m 


^z3^^:]^3i;  zitzzq^z 


-i-j 


*^-» iH*--j 


^U 


a^ ^-igizä zi^-'-ä- 


-i-- 


^i-0~      t(-£-*- 


=i: 


ù^ 


1 


P 


iiii^^ 


— 0 e 

-là- 


Sz-zgz zg: 


:^z::z 


'0- 


-0-     -o- 


f»        ^  "' 


zt: 


-4-(E 


ÌMl 


0  ■-'■&- 
h- 

zzzip: 


I  II 


-e- 
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No.  45.*  Lento. 


~f^     -o- 


é — « — ^ 


No.  46.* 


'^—^ — •- 


3t 


-«- 


E: 


EB3EÈ 


^-< 


-fc 


q J-J-t 


No.  47." 


^e 


-*tI-ö- 


-i i^-ä fiTé ^-^ ^fhf -*'p-* 


=^: 


No.  48.* 


& 


-0-  i:»  tI;!^ 

No.  49.* 


-^- 


i-^- 


S5^=: 


lEEEE^: 


p-e ^^s 


:^4 


r==i 


-«-  -*^'6-       -ti'  -g 


33~S 


i^:E^r:3^^z3EEi 


-«jji-o jvJ 


i^id: 


-^ ^^ 


i» 


1^^- 


-Or — a — -»- — «1- 


i=*; 


jÉ=T±Jt=3;JiÉ: 


azz=l;jiit=^:^É 


É t^É 


Ci"  fi 


é ^: 


-fl-    -«1- 


^ 


-g- 


:^ 


-• — 0- 


^^ 


-^      W 


:^=p: 


^     g 


:?=!= 


-h 


-, -i—t 


-0- 


^- 


'^ 


.àz 


:^=P= 


fc 


-^ — 0 — pc 


1^=f 


j — rat 


-Ö- 


# 


^«- 


=^=^=F=i= 


%zt. 


.U 


J^ 


::1=:^:=ji=S-; 


i^ i-tjd=^\ 


tì^ 


^^ 


-Ih- 


^'tì-ù- 


i^- 


=Ì=E3= 


Ì5: 


-«a- 


-i-i- 


?=l=^ 


11= 


^=^- 


^^^ 


5=- 


:Ä 


tfi- 


-|i-* 


::M: 


:>- 


_^g__j-- 


-fti- 


i^: 


2 i, 


&3^^: 


>-i-« i^^ 


k—  —É~'-iwi-a — ^-^-ii — i-=-  —o — --^jjj-tf j-*— g— i —  "    I  ~ — Z^- '^==^^—zkz:-  : 


--it: 


« — a 


J ÉI 


1?-- 


V     ^ 


=^ 


-« «- 


-4~: 


-é — ^-"-iS: li: 


É 


7  a/- 


-* 6- 


::1=; 


-• — •- 


i 


-« — a- 


-tf — »- 


1= 


:»=ì: 

_f2 Ä. 
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Lento. 


■::zß  ^W=^- 


1% — 1^ 


*s^ 


-@- 


^^ 


= fl=^^ 


^-- 


-^~i 


3^: 


^= 


-S i~-0- 


:=t:=^t=: 


H^ ^- 


^~ 


-jt-—i± 


0 d-^ -i>^^-0~ 


— I ^ 1 H 1 Ì- 


9 


■t^r 


--% 


h^Z=± 


-i--&' 


S^^e;: 


© 


H^===^=i 


-0 ^i^S s'"«- 


ìeìe^=Sè^=^^^PI=3^S^^^3=^ 


-Ö '-itì"0 jM*-  -«- 


:«t 


_É ^ 


^= 


S 


-a- 


-9- 


-0-    -0-      -a- 


-0 — •- 


-^=±, 


-ff-    -a-        -@- 


&  -0- 


^ 


:^=:|: 


fe 


gi=t 


:é: 


T=^: 


=p™=i- 


-s^- 


^] 


-e-    -^     «- 


#^=^i==t- 


— ^ 


:t=: 


-fc 


-^^ ^ 


^ str^ 


-i- 


Si 


@-         -i-a- 


--^z 


-^— 


-a -i'-s t^,-ä- 


-e -é; 


z^zd=^: 


•^ '^i- 


■^^ 


-Ä3- 


-^- 


^ 


^J -«H-üJ l-*-aJ 


:i 


É=Z=d^IÉI 


-Ä1- 


■  tì-^- 


:i- 


U^    * :!i:5 '^^^ ^-^ ^(ii-® i;^ ^-^ *^^ — .#* 


Si5 


=1= 


-#-        -*-'  -e-        -n-^- 


^- 


-^-L:^- 


"©~ 


^'- 


:\ A- 


y^- 


-^ 


:i:1=zzz=1: 


-Ö- 


-Ö      e-      -&- 


-9 ©- 


0  -i 


:t=:t 


±= 


-<^ 
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No.  45^ 

M         Lento. 


-fe 


±=:J: 


=t 


-a— Ö— j^ 

No.  46'. 


^=!= 


No.  47^ 
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=-P 


-a- 


"-#• 


g * aH 


I« 


■  iii"-"ii  ■ 


--i-: 


-ft 


a^E 


:f^- 


:x=|=::zd==:#. 


@ ji-»- 


-SeE^E^E^E^^È 


No.  48^ 


'te= 


iS9,- 


H ^^ ! l-l- 


«r— ^:ir^— zj:*  «^ 


No.  49^ 


^ 


:i ^,^- 


r 


;SE=:d-q^-d::i^:: 


:1s 


'te 


Piano-forte. 


-i-      -t 


iifpE 


-O 'O— — — B —0- 


-1 1- 


■Jh— t- 


4: 


-0 -i^^ *U-9- 


^- 


-i^-v 


tZJ f. 


-t^ 


—t-!—g t-^-e- 


=^= 


^|J-* i-*--» 


-^jiifl-. 


'f^—^-"-^- 


:fi: 


|zp^-^:3=:^E3=ze 

i <■ f. jJ_  >B 1-1  *      .■ « 


:z::" 


:q:::z 


:ézz=ì^: 
-e-     -«- 


:p^=i: 


• »- 


-* — — •- 


-» »- 


-\ V- 


Z::zt: 


:pz 


.Jz=azzzgz=:Ézz|^g' ^ 


T=^ 


?zzitÉ=« 


1^^^=^^ 


=fc 


-i". 


Él=t 


±Vr=3i.=t 


iü=zjzz=zgztz==zzszqzzzz3zizq==^z:^zi:zz^zjz=zzTZTzz==z:^zz==zz^z==ZT 
^—-é ^^-é ^g-j-g g-  -» "'"^ i^--^ ^-  -^ —-\ --S'-^ Ì 


:tz 


--4- 


-*— =S?=^: 


^+t- 


:^zq==^zz==z:5zp^zzzz^zqzz=q^ztzzzzjZT==ziJz-=zz=^z-=z=3ZTz^z=:7^ 
^.zÉzzzz^zi^EIz:  :zg=zzt)jzg=zzjzzg ^z:  :zg gz^zz=^f ^z:  :zt=zj 


-I?- 


J—*- 


--t^ 


"-t'- 


#:|j|z=J=q^zzi:=z^zj=:^^zzzzz^zj=zz^zjzz=^z|,^ — ^'^z^=zq^z^=:zp:pz^zzzj 
^-ff— ^ ^^jj-g — -;^-ä \-  -« — -*j{i-g j-^^-»zzzz^-  -g ->-P — -^j--gz=:_;_.  -| 


-j^?5 ^ 


^ff=^ 


J^- 


:_-ZiZ 


:^z 


:»^=^= 


-«-    -«- 


■-« — -«- 


:?zzzz^: 


-• *- 


:i=:: 


-g 0-. 


i 


»=rt! 


i^^g  _r__ p p p_.  .ft» ^_ e p_.  .□• m _p ß 

^"tfft=F^=F —      I     =F-  -X  I —I r-  --r  I  r-- — h 

fi-H« C ß ^-t-P ß ß ß-i-ß ß fl • 


-9- 


:|=|^ 


I         I       I 


I         I       I 


I         i 
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■ii'# — •- 


-r— ^ 


^: 


3€=r=t^:=f=^^^=if^f^=: 


-^ — e- 


:itE^ 


*:: 


i 


?*: 


4=^ J  «- 


zt: 


^^=ÈF=I- 


#i==^± 


tì-o- 


:^=: 


-àz 


--±ì==ìz-.- 


^fe 


:^- 


-é-j-g- 


éE 


^= 


r?: 


:t=i^t=^^t 


=^: 


litiz 


-'«i-«- 


t: 


^^ 


:^: 


^i=_^iJiÉ: 


=ì=^ 
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THE   TRILL. 


In  almost  all  the  master  works  of  song  the  Trill  sustains  a  part  of  great  importance.  Though  rapidly  disappearing  from 
modern  compositions  where  pure  vocalization  is  giving  way  to  declamation,  its  claim  to  be  included  in  the  list  of 
accomplishments  of  eveiy  female  singer  at  least,  pretending  to  perfection  in  vocal  art,  is  unquestionable.  So  long  as  the 
love  for  the  noble  creations  of  Bach,  Handel  and  Haydn,  Mozart,  Rossini,  and  the  rest,  continues  so  fresh — and  can  it  ever 
die — the  technique  requisite  to  perform  them  is  a  necessity.  A  perfect  rendering  of  tliis  exquisite  embellishment  is  the  rarest 
performance  among  singers  of  modern  times.  Long  and  patient  practice  of  the  proper  studies  is  the  only  way  of  acquiring 
it.  Not  the  modern  shake  regardless  of  all  but  rapidity  is  here  meant.  No,  it  is  that  beautiful,  equal  oscillation  in  temjM 
from  one  note  to  another,  of  which  Mozart  speaks,  and  which  Mancini  calls  the  "  vita  del  canto.'"  Though  no  longer  to  be  con- 
sidered the  "life  of  song,"  its  beauty  is  preeminent,  and  has  been  recognized  by  every  master,  sufficient  reason  for  studying 
the  trill,  in'espective  of  its  great  intrinsic  value  in  imparting  gTaceful  flexibility  to  the  larynx. 

Every  voice  if  properly  guided  can  acquire  a  certain  facility  of  trilling,  though  there  are  voices  which  seem  to  be  gifted 
with  an  extraordinary  laryngeal  flesibihty  in  this  regard.  Yet  every  voice  whether  naturally  flexible  or  otherwise,  must 
undergo  a  rigid  training  before  a  perfectly  artistic  trill  can  be  learned.  The  rule  of  Tosi,  confirmed  in  substance  by 
Mozart,  is  undoubtedly  the  best.  The  trill  must  be  "  equal,  beaten  in  tempo,  solid  and  distinct,  facile,  and  moderateli/  rapid.  These 
are  its  most  heaidiful  qualitiesr  (a)  Various  species  of  the  trill  have  been  taught  and  practised  in  the  different  schools  of 
singing,  but  that  long  recognized  by  composers  and  finished  singers  as  the  most  chaste  form  of  the  long  trill,  is  the  one 
which  is  executed  upon  the  interval  of  a  major  or  minor  second,  beginning  with  the  lower  of  the  two  notes  trilled,  the  trill 
on  the  interval  of  a  major  second  being  preferred. 

In  practice,  begin  in  slow  tempo  and  beat  the  time.  Continue  thus  slowly  so  long  as  the  tempo  cannot  be  quickened  without 
detriment  to  the  accuracy,  precision  and  pure  intonation  of  the  trill. 

The  tones  must  be  pure  and  limpid,  solid  and  even,  and  the  breath  strictly  husbanded.  Any  carelessness,  therefore, 
in  the  observance  of  those  principles  of  respiration  already  urged  so  often  upon  the  notice  of  the  singer,  will  be  a  stum- 
bling block  in  the  way  of  acquiring  a  perfect  trill. 

The  motion  of  the  tongue  must  be  no  other  than  that  almost  imperceptible  movement  imparted  by  the  natural  rise  and  fill 
of  the  larynx,  during  the  delivery  of  ascending  and  descendingintervals.  The  tongue  must  lie  as  flat  as  the  vowel  will 
permit,  and  the  chin  remain  quiet.  The  position  of  the  mouth,  peculiar  to  the  vowel  to  be  sung,  when  once  assumed,  must 
remain  unaltered.  The  movement  of  the  larynx  in  executing  a  trill  is  the  natural,  involuntary  rise  and  fall  of  the  same, 
experienced  commonly  when  ascending  a  major  or  minor  second  and  returning  to  the  original  tone,  the  only  difference 
being  in  the  degree  of  rapidity  with  which  the  larynx  rises  and  falls.  * 

Of  the  numerous  styles  of  the  trill,  the  Mordent-Trill,  and  the  Trill-Series,  are  still  much  employed,  (b)  The  first  is  merely 
a  short  trill  whose  last  four  notes  generally  assume  the  form  of  the  grupetto  of  four  notes.  There  is  no  danger  of  mistaking 
it  for  the  long  trill,  since  the  short  duration  of  the  note  over  which  the  sign  tr  is  placed  points  at  once  to  the  Murdent-Trill. 
It  is  commenced  with  the  auxiliary  note. 

(a.)  "  Che  lo  scolaro  giunga  ad  acquistarlo  eguale,  battuto,  granito,  facile,  e  moderatamente  veloce,  c/te  sono  U  qualità  sue  pia  Ielle." — [PIERFRANOESCO  TOSI.  p.  24.] 

*  Garcia  and  the  followers  of  the  French  school  bid  pupils  make  mechanical  moTOments  of  the  larynx,  to  obtain  an  approximate  idea  of  which  they  may  perform  the  movement  of 
swallowing  rapidly  while  holding  the  mouth  open.  (  ?  ) 

It  is  the  nature  of  the  larynx  to  rise  and  fall  with  the  rise  and  fall  of  pitch.  The  movement  however  is  purely  involuntary.  No  one  with  healthy  vocal  organs  is  conscious  of 
voluntarily  elevating  the  larynx  in  order  to  ascend  a  major  or  minor  second,  nor  of  depressing  the  larynx  to  return  to  the  previous  note.  Such  mechanical  movements  of  the 
larynx  make  the  voice  mechanical,  and  deprive  it  of  its  spontaneity.  AVith  practice  any  larynx  wül  become  more  or  less  flexible.  This  easy,  naturally  developed  flexibility  can  be  tausht 
by  mere  mental  effort  to  obey  the  laws  of  tempo  and  rhythmical  accent.  The  traditions  of  the  Italians  are  not  in  keeping  with  this  modern  method,  whose  sole  object  is  enorraons 
rapidity  acquired  by  voluntaxy  elevations  and  depressions  of  the  larynx.  The  pure,  artistic  trill  is  that  *  *  equal,  beaten  in  tempo,  solid  and  distinct,  facile  and  moderately  rapid  " 
trill  of  the  celebrated  Tosi,  whose  authority  on  this  subject  is  beyond  dispute,  and  whose  conception  of  the  trill,  from  an  aesthetical  otandpoint,  is  certainly  most  in  accordance 
with  the  laws  of  good  taste. 


THEORY  OF  THE   SINGING  VOICE, 


129 


EXAMPLE   OF    THE   MORDENT  TRILL. 
tr  ROSSINI, 


FEOM 
«MOSES    IN     EGYPT." 


4r- 


b: 


tua    -    -    -    a        bon 


ta. 


■^^^i,.„t^  1,1, 
Execution 


The  TriU-Series  is  a  succession  of  several  simple  triUs  or  Mordent-Trills,  on  the  same  note,  on  diatonically  asecuding  or 
descending  intervals,  or  on  arpeggi. 


EXAMPLE   OF  A  TRILL  SERIES   ON   ONE   NOTE. 

tr  tr  tr 


DONIZETTI. 


EXECUTIO^I 


Every  trill  of  the  series  has  a  conclusion  which  generally  assumes  the  form  of  the  grupetto  of  four  notes.  If  the  Trill-Seriea 
consists  of  Mordent-Trills,  or  of  trills  on  short  notesy  it  is  to  be  begun  with  the  auxiliary  note,  for  the  sake  of  saving  a  portion 
of  the  beat  for  the  execution  of  as  long  a  trill  as  possible. 

Perhaps  the  most  exquisite  form  of  the  trill,  is  the  Trillo-raddoppicdo  (  the  double  trill  )  of  Mancini,  viz  : 
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MANCINI, 
(  EXERCISES,  Nqs.  16  &  17. 


These  last  two  are  peculiarly  adapted  to  light  soprano  voices.  To  execute  them  well,  long  study,  a  voice  perfectly 
blended  as  to  registers,  the  art  of  crescendo  and  decrescendo,  and  a  mature  judgment  in  distributing  the  breath  on  the  first 
note,  are  necessary. 

The  regular  long  trill  is  that  given  in  Ex.  No.  64,  preceded  by  a  long  crescendo  and  decrescendo  on  the  note  trilled. 

The  closing  cadence  of  the  long  trill  varies  according  to  its  situation  in  the  composition,  thus  : 
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(b.)    To  compare  the  various  kinds  of  trills- now  obsolete— vid.  Tosi,  Mancini,  Herbst,  Garcia  and  others.     Of  the  trill  on  the  interval  of  a  minor  second,  Mancini  anya  "it  ia 
rarely  in  tune,  as  the  two  notes  are  prone  to  approach  each  other  during  e.xecution,"  and  recommends  the  non-practice  thereof  during  first  years  of  study. 
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..a^B^  ^o^ E^astsEB^SB BBBiGfl i  __JGS3Si;aEBa3aa 


.n^is.^!^ __.i B-li  J+ ,B^"»"«1-     |l  ■■  /"III  .111«! Jl 

.e_a_e_^a:q--H4aq5-q C— ^-^-^_.-« — » 


e-^-s 


^-f*B-f<>à *- 


No.  63. 


-^àz^- 


-■B^^mBEBI B^Mi-S^äi^BU BB9^SS^SB^_ 


—I ^■W'H 1- 


e- 


-.i*-... 


,g^g^5:^^^^^^^^:  ^:gggggg^g 


5x1; 


F=l=^- 


■-< ^ IH-'.- 


3ÌE:J==z4: 


■g — ff — g-j^ — o 


■^ Ì P — F- — i-S— 


Ho.  64. 

Adagio. 


@ 1 — o-t- 


THE   TRILL. 


P 


si 


Cazzar 


:|=B=|=:::4 


— I . __|- 


:©  e':©:©-^:®;^^-«  fi'-ö  ®:«-*-«-®:ö-^-»-*^ö-®-0-*'"*^- 


Si^3-?g3=5= 


i: 


>         >        > 


>  > 


^ s- 


xp: 


e_ 


:^ 


^ 
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:éz 


^e-^e-i-a *- — *■ 


:x:^il:=q:i|^ 


k^- 


iB^aSiäE^ 


#i 


:qz=x 


-g g ä 


-äi 


■«: 


PEä 


:3^: 


-  « — -^      g — ^      -g — == — Ö- 


fe3S3J?l=IÌ 


-e-4--g-é--s- 


^ 


3  3  3 


-Ézz^az 


zitó 


^f^^l 


:^=Ì=q' 


3  3  G         .  6 


^-ì 


g — g  -^— g— gi  g  g^  0  g-(»  e^  g  g-g, 


issai 


6  6 


:Si 


-g- 


¥^i=: 


-^-M:.gZjàl-^z.4zgZS-^-4Zg-Ji-'^- 


e-B-a"— 


^T^flf^'ff'"^ §^^-g-g-g-^-g-a^-g— g-g-g^-g-g-g-g- 


iq=^:qi5qi|V- 


^-m-i^  m -1 


:e"*^'g"a^  ff 


~Ä  I  I  •T Ü jEBMMa-^aJ^CT p 

r-S-ff-n™^*™"™^--!-^ — ^^"ä— g- 

^ 0-a_«-g 


^3«^; 


Ja^:i 


■*-g-*— g-i- 
"-g  - 


U    tt  ■^™'""i'l         ''^'■"'''■'^         i^^^S  Li     fl  ^^t*»»^  'B=i;BS3B=aa       ns^a^^ 


g*^gß^ 


-Hkrr- 


3^^3Äil3 


:i?fl?«?É* 


ggjjggggg  e-^_»-»0  jggg^g^ - 


^2310 


=%-i 


P=^^Ez^ 


±::M^èf^ 


-e — = — g-i— 

■  I 1 1 iL 1_. 


g r gjtg-r 


-I r- 


I 


-^^M\ 


-9-  ~9- 


^^m^^^^ 


g — ^ — g-t-F 


M  u       Adagio. 

f^EE=Z 


>>>>>> 


j;Éj-^j:^jj^i^ — M 


9:¥ì;e^^ì 
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P 


fa 1. 


-s<- 


:i; 


jg^jpfe 


-0- 


^1=^^: 


É11~É.~^< 


& 


PS 


H i ^- 


f^Ègggjfe 


-^ g a e 


g~*~-a--4-  a — ^^^ — i— -— * 


|:^H 


.© — ^Ile-É^9^t^-0 — s; — (J — ^ — s- 


■P™=1™ 


1 1 \- 


■ÉZZ±=ÉZ1±Z^. 


TT. 


iägggi^ü 


- — I — w — ! — ^ — I— ^ '-^-^-a-^-a-  ~-a--''-a  -^"/^ — ^— 1^-- I-h-j--! — i tf— »- 


-I i 1 ^- 


^^— g — ^^'S^  B  ^-ffi-g-g-g-«-i 


6  6 


-3 6- 


Ji     .  U   ft 


°^^-g;"S^^-gj  g-^"^ —  '-^-^--ße-t-X 


r l-jd-H-zJ-ff-"-»-" — 1 — i — I — ^-0-^-0- 


gZÉZ^IÉztl^Zll 


a  -4^  0-~i 


^Jà:: 


it-T — ' — r— 1 — ^-    ^^_   ^^_B_^ — 9-0-0^   — 

— — — S B ^_ ,  i__i 1       I       I \ 1  ; — 


Ì^Ì^^ 


i 


^ 


IB^       ^SflSS^^^^^ 


V— ö*^«*a* !=sBEèssaM '^- 


ii  ^  ""^^Sa 


tsk^ii 


-»- 


'-fe-.örl= 


.._|=^^=pS^-^: 


-0- 


53^«: 


t===l=: 


t= 


\ 


#- 


■P-  -I — 


^ii^r===|: 


^i 


-e- 

-I — 

-0- 


■0-  -0-  fi- 

■i —                   -t-'l — 
e ;^ 0-\ — 


-^r |-t» : y-fz-r 


s 


"^ 


-i Nt 


^ 


.       ä- 


:^=;=T 


_0._gr^.'— sie;öiil~erä:E:^iör:^ 


P 


-a : ^ u. 


-9 i ©- 


>>>>>> 


-^~ 


E>i^^3^^EEpE^EEfcE?^E^ 


Ì 


^ 


Z8 ^_ 


It 
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r  -P: 


r--^- 


•I 1- 


tE^^:E: 


"^Li'tti 


S-fe 


* K 


S i, S- 


zß — r — f» 


ißzUw-^ßzt 


JL- 


m 


Si 


-9 — ß — g — e — 9-WZ^ 


BB^^BHI^^BE 


:z-^-z^zzàS 

_i ^ J.\ ^ '   . 


-F 1- 


-»— g— g— ä— g- 


—¥r- 


''PÄ 


:t::=t^ 


1 


-#=%- 


tf-r- 


_fl d •- 


— i ' : ' ^ 


u 


6  6 


-:^J 


*^igifeJi[:;^3^3E^^g^^a;^gg^^«j] 


^1 


-^ — 9 — • — ©— P— s  Ö  ©"^  e^^0  i 

-^ 1 •■ H 


^ ^ fe-Öt-  ^ ? 6  '^        6  __^__^ 


-Si 


-»-*-! 


'firs~**~^1i'P-~^~r~, — ! — F~^ — ^ — !"  "^~?IZl' — ^  -^--r—  -g-*--*-«--*-&:-H^-^t1r;  ~! — r~' — H".*"!*™ — iiH—i^H — ' — ' — \ — 1~ — ^     ^^     r-kfj 


fzWz^ißZ^:^z^zäz^zßz^zil^~fßÄß^:^7iB 


i 


ify .  jig^g^g       r     I         ~li-t  'If'  HP«!*»'-"'»»  bn^ii^bf^^i^l 


Zz^--^z 


i 


-e-4--9-é-  @ 


4.-. 


■9«i9«0a 


'-''■-■■■■' ■'-'■"■I 


^■4  - 


^^==S||j5 


■i-=-«^*^- 


'?i±^5i 


■-■ 


xz 


-S-mT-^-M-O-a-B 


pizrzpz?z»z^zpz^z»: 


-^m 


-H-F-i — F-| F-l P^~[- 1 


>>>>>> 

-a  S  m9B-emSm^--aP  a  ©a  »  a  ©  a  ^  a  ©  a^© 


ff:?:e:?:e:p.-e:f;^'?'  wTW'-f-ß-.^e'r-^-r-WZr  W- 


b-riMmikrk 


Ek^E 


IBBtalJBlk^ 


-L 11 — a ß ^-L-a ß- 


r—\- 


ja a; »  fc^ 


i^Efc 


4^: 1^ 


3Z 


134 


STUDIES  IN  MINOR  KEYS. 
10  SHORT  STUDIES   OF  EXECUTION  IN   MINOR   KEYS. 


No.  65. 

At  fii-st,  in  tempo    moderato,  then  gradually  faster, 


-tT>^- 


No.  66. 


-Ö — ^ — ^' 


Ito; 


"1-^ — i — i — i--l-äl--i-^--l 1- 


„-J:3E^-^-*-ö- 


— J— l-H- 


4: 


No.  67. 


W 


ÈIS:^ 


EBS33^ 


^'S 


-S'- 


?tv  »Wa-S ' — I — I — I — — I — i — I — I i 1- 

No.  68. 


--fefc 


-«-      -2^- 


-M--ri 


•#*: 
_?>-»__. 


-dM^-^-^-^- 


^a"  TT        1     -e-   "     -g^- 


fe-p*^" 


No.  69. 


ai^sE^a^  — ^_i^ ^_i^  — I ,_!] ^JZ\ — i — ; — I — j — j — — tXL 


rfc: 


*=Elfe 


No.  70. 


-tìTYiw-e 


5qrqzditji^iizEz^Taizä-af:ö:^:j:J33 


il» 


3: 
-0- 


=5^ 


^^ 


No.  71. 


~^fift=^; 


~l — I— 


~^^-»-     -sD-' 


*"^ 


No.  72. 


-«■f*jd-ö- 


-«-   "^   -Ö-    -gji- 


-•-      •      -#-  ^'  -•-  •  ^    -0*- 


i««*i 


No.  73. 


2--i^lfzzzÉ  -  «  -?5^ä=^":1^"'"3^^~^"' 


Si^^^i^fS^!:^^^^ 


,-j" 


-,-H ^-L-d 


Egi^JiÉ 


Piil^^=piiJiii*:ii==iÌa^^^^ 


No.  74. 


».*«■-■ 


:%;d^z33 


|zir^5iq=±ä:öj^d=; 


8^  e 


tf-^-e- 


1s=-i=^-q:=t: 


^=S: 


ÉSin--z= 


izi^idzä 


ä^-ö- 


:^zÄz^zfz?z 


::^:: 


^i? 


m 


-Gr- 


:tìz 


--Sr 


f-S^ 


SÄ- 


H H 


■Si-T-iSi-"— M 


in  ^  Tri 


€?-^Sf 


aa=^^=g 


:g: 


■dS- 


.^ 


H 1- 


El^i^ei 


Ì-ÌÉÈfe:i 


-1^- 


zi2tìz::|zt,l 


i 
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#%ig-i-i 


—.^^^^BBBBa. 


iS^ìì 


-g-B-g^ 


-S- 


à^f 


-S>' 


tr— f™p=i™i-^ — — —  q_ 
— ^-g-^-g  a  g  a^  g 


e-^-e- 


'4 

~J   " 

q  - 


-e- 


M 


t?=§b: 


z^i3zqi^i^i-=3=^_-^'-^: 


j^  »  *  i — - -i-^i Jii_zez^zz^: 


:^: 


—II 


■of- 


JJ 


:ì=5=J: 


iufei 


ö— «— «— j^- 


-s»- 


^^^J:^^^zJ:É|^^zgzqz:]zjEq=^=q=:Pqzz::^iIzf^:qf!^^z^zg^zgz^^ 
g^-^-ig^z^ziÉig-^ gzgig^zgz^zziEj=:E|::  Fzjzj-^-''-^^^^^-^'^^-'Ìgigi| 


--1 — i — r- 


i 


:tó 


^ 


^ ^ L_|J      ___^___         _^_^_   __^__ 

q°°g-^--^z:j:^:qiS:^.flr^-aH^:a:g-:q-g:q:q:pq:===±zgp^=qqz^;zqz^zgig^^ 


tt" 


a-^^- 


^%è 


:c:qz 
-0- 


»i*^fH — ! — I — \r, 


afe^^5|^^ÉEgÌgEÌEg=| 


-^-ö- 


-i5i- 


^ 


-Àà 


1 — I — I — 1 — ^■ 


-i5>- 


!:3z^zjzzzqzÉ|3zgzt-^="-^-^=d=::^:=|E 


-Li±^. 


^z^:^rjgzgz^zgz^i^=qzj5jzjzgzg=zjzi^z 


:^: 


ti: 


«? T=^^ 


-^Jö 


Sz^iq-^^z 


-q-H- 


äiflie. 


:q=^zzz^ 


:^^=^ 


i 


P 


% 


-**■ 


-s- 


-(5'- 


^E 


3E 


^»^^ z^i^^ s iT~i     ^"»^»a 


-Ö- 


^2^- 


3[ 


:g-H^= 


-(©- 


Io: 


M 


^ai 


"^ Zji^- 


■-(SS- 


ä=i=ls-^ 


-.S'- 


IO: 


f^n^^zili 
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f: 


1 — I 


«-"-« 


T^mi^*^^ 


H 1- 


-0 ^- 


%söF^=r 


-Ö- 


^^=»\ 


4 


^f^r=r 


iS3^ 


qzi; 


gzÉz^zJzÉf^E^z 


=^^t? 


!^ö^ 


|:pg^zfiz-z:tTi;^-:t"TT^=q—-^—H— "1=^=7==^=% 
zcgpztzfzg^zgi^ezjigz^zgzjzz^zzjz::^^ ''\lz\tBt-h^z'!^^^^^ 


pfcrpz^' 


«-^-#Sl-»-fTi=T 


gz^zÉz?zzfcpzgz^z?zÌ5i=J: 


z^.__^%d2z^zf?q_qz:^z-z*|;9z?z-gz^zjzS=z|: 
z3:==^piöz:gzggzgzgzE-c:-:^=^=g|gzg:!g=3: 


:e 


ft 


--ksl-i"''*" ».a-«-a-,-gj-— ^ì;- 


'S' 


*SI: 


,3J;;i«ijHx«-^-*^-^-*-^J:JJ:, 


:^=Triliai 


. 


i 


© 


Ji  -^**^    I    I    I    i    I    I      I      I 


-t>-g- 


jjgÈgggjggi 


*— 1^— r 


^i?; 


:ö: 


i 


-^zzzqz^zjEgä=i^-q" 


-^zzzzzqzqz^i-:^zqz^g?z_izzq:z:q=:i=:^q: 


-e- 


s>- 


-S — " — «- 


t^^: 


-fl- 


J:fcpzzz^zqz^'^zzf^zzqz^=q: 
:zgz^^z^gzÉzjzjzg-^-^-^-g: 


^^ßgg: 


BZgzÉ 


Izàit-^-'^     t- 


'\ — : — \- 


-G>- 


w\ 


|:Sdzizzz^?!?5zq-*^zd=±>gi|^=:r^=^ 

:^-3zzzgzjzzgÌzÉz^zgzgz^^=^-^-g--::r f=|^J2E^zzzgzÉ:^r^zgzgza^zgzgzzz^:^^^z::^| 

— ^ tf— ^ ' ■ — — ;^ ■ — "- 


^r 


p-t-3-g-s=i:öi£-^i?rtzE:t^=g=»: 


-I©- 


Tfe^=i 


wm 


:7^5t 


-bBis 


:^=:tö. 


ä:^: 


il 


-a- 


w 


^^^ 


;s^^ 


'=L— silfzizzj 

:3?g-pzö- 


-1^- 


il^2= 


-^- 


IS. 


•0^ 


Ö r— <?^ 


h- 1- 


:Ü 


9^1 


-i5»- 


Eg^ä^^^fe^^ 


H—- 


OF 


rzraé: 


-I—»- — ig 


=51): 
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S-B-C 


-g~»~g 


riskfc 


j;é;g;!;F"g^5J3^g^JJi|;i;g£s;;^gg£ 


— h- 


-0- 


Jt 


-(S?- 


r         ' — : — h^i — t5.i — !~^i * 


~h>^      ■  ~i b-i— a—' P. U-i| H-L-H^ 


:^q^ 


lÉzz^z-^zz^ 


-SI- 


-g-^^h^- 


0^ 


— ^- 


1 


-ä# 


LJi  laBX^^S^i^^  CBüHB^  TtWHt^  HMIIi  W  JUl!^  t        .m 


& 


rgEjigr^zgi!gzz=d 


Ji' 


t5 


"g- 


1 k_^iat 


-0 — ^- 


-^-. 


i 


:.a^ 


ff — - — 9- 


b-Xrh'-fr, 


ÌE&Et=E?OEÈSSEÌ 


■ß^9-0- 


:ö:: 


jg:jgPEg^^rztgcr^E;=^j 


I^W 


-ö*- 


:^i==gztlzzEiE=EiF=^^g=^i^=gi^±=czz:E=hz 


m 


i 


Iß^izgzizqiD-^zqzqzq?^- 


fiiü-zz^- jz:n_z|.  '_i|__] — pi;z^_<g_  __ 


■rr«— ■ 


:^-J^ 


H 
-?jj-i 


;,_-y«_^. 


?r^l2z=:^z^zq!-öd-^^=e=i=^-tl5=^| 
zftz^_^ztz?z3i^z!z2zfzi.zzt=t=±zzl 

-a. ^ — rjzj —  ** H=.=i=a' 


IffZ^Z» 


si! 


:azz3zz;z: 


-g— h^ 


:^i=!i|^f^-^^zäzEziz^z?z^z^:tfzr^^?=9z=^ 


M^ 


v^___ 


1= 


->^' 


■#^- 


afe 


"27^ 


■gS" 


-öi— 


:^Ö 


■^- 


— ^^ 


iiigü. 


-Sl- 


-Ö- 


-5i- 


-5^- 


13S 
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y 


see: 
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(Each  exercise  to  be  sung  in  a  single  breath.) 

m  1 L'  I  ■'.'-'gli  lUi  uä^  _     BBttnrTraPBim 


Ko.  76*. 


-B  e-tiZgZ^ 


-jAzt:^_Ési-jé± 


-j^-o- 


X 


&- 


-P-i — ^  O-a&eizi — ' — I — '--\ — I — ' — ' — "i 


No.  77«. 


'•^--**^^ 


«^äz 


o-  -^- 


No.  78". 


(9-    -^- 


«-  -^- 


^"'-  ^  ji^^BQ KsaiBxr^sa— 


^■^-0 S-v— P-tf- 


iÉz!zÉz^z-zaz-zzz4 


fz^züzEz^z^zäz^id: 


No.  80^ 


^zzz=5zzaiiiqzi:ii?z«^?_-.^zzzizJ:Bi»zai?z: 


^r^^lri^^-^-ß 


-ä'O 


No,  81". 

izlzzz— z:z- 


No.  82". 


0  jj 


iiff^'O-^' 


C-ÖZ 


p£^Ed^=!££^z3^ 


lEifz^: 


-I— 


*=3^*?^S 


No.  85*; 


«  0 


■a-  -i- 


"9" 


e-g- 


Z^^~tZMi 


r-i. 


No.  84". 

-J-®    SYNCOPATION. 


-g-g-g-^ g- 


;^-g" 


izp: 


No.  85". 


(Seep.  112.) 


i 


No.  86". 


=1=^ 


-^^-=\\ 


1 


i^^ 


3i 


lizzqzii-jzqz 


Ézezt 


t- 


Piano-forte. 


ifcl 


f 


m.^^^E^ZE^ 


-X 


-«r 


3^^^3EE4 


*  It  is  advisable  to  select  one  or  two  of  the  above  exercises  and  study  them  thoroughly  in  the  various  keys  given,  so  far  as  the  range  of 
the  voice  under  consideration  will  permit,  and  not  take  up  at  once  the  entire  set  in  one  key.  For  example,  study  Nos.  1  and  10  thoroughly, 
afterwards,  Nos.  2  and  5,  and  so  forth,  never  going  beyond  the  natural  range. 
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No.  75^       . 


# 


--- 1— i 


XTT^ 


% 


No.  76*. 


-I — 1 — 1 1 — l--H-^-#-= ^%9-- -L-lii    II      'llll^' 


■    ■  a  __e_e-^-ö-=— I— I — I — ^— 1-t — I- 
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-9-    -^ 


-©- 


^zr-t^Jàz*-^^^-^^^- 


zw-o-^  m 


szäzä. 


•-^-»-ad-d- 


«^ 


•-   -j^ 


jÉàj 


No.  77\ 


^i^i 


No.  78*. 


•-  -ä- 


—I — i — i — \ 


No,  79». 

ih-- 


^à: 


m 


i==ir=:: 


U 


m 


Wo.  80\ 


«a 


-a, =^— 1-#- 


i^-"i — 1-^ 


No.  8r. 


-■«J  — (O— =^ \—wmi \-r4-~ ^ 


-|KE>BBr!a!=3~ 


-«^: 


ill, 


Sjpi-g^^ij 


No.  82*. 

JA- 


BiSrJ^-» 


3if_zizitzLz^S 


h-g-g-g- 


-Ö-  ^  •- 


0- 


:g:É:'iÌ 


-h  - 


S 


No.  83\ 


^i^Mji 


No.  84*. 


-'^-•^^ ^- 


_ 1»-| p»Binrymw,wi^_ 


No.  85*. 


1=^ 


s 


Nn   86* 

_S ^-«-3 


tSi* 


P 


S;!äE;fc 


±! 


Piano-foTie. 


=F 


:± 


:± 


ì=::ttfi^=LzRt 


i|g 


^=^^:eì 


PM 


HO 
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No  lb\ 


No.  78^ 


i/- 


-a — ^-o 


dz»-*-* a_e-j^-T 


No.  79". 


1«^       S?**o 


© 


^^""'"^  :gz_z?za^z@=^'=^"^ 


^_zr^z 
-0- 


No.  SO''. 


^— iz^z^ 


D"| — ö-a-d"*- 


itzz^z?: 


*-e — ®-ö- 


,    ,    ,  qz^zz]zgE3-ö=1=^=qi3= 
"if- ^zi« — 


_ö — 


-0 


«e-^- 


-U- 


i=^ 


No.  8r. 


l 


No.  82^ 


ass=l  -  a'=i==',=l  - 


j^iptp^^m^'W^     ^^0^^^I^^| 


:@_?z_zäz 


Ö-K _ 


:g-Éz::z^ — ^ — trz 


— ö 


-Ö-J- 


No.  83^ 


,e«>l 


I — I — \~v.- — -, — a 


^--*aä^»' 


No.  84^ 


-O **Kiä,^ 


— I-S 


-©~a-0 


PZ?ZBZ 


ü^^ii 


l^q^^ 


z^zz=t=^ 


No.  85^ 


No.  86^ 


Iztz 


i^czss:^: 


:4: 


^^Dzzizqzqz^z^ 


=™55^ — I  — I — ^— I — ^-^-jiS— 
9 


^°^:^z^z^z^zEzöz^z: 


-«--z^z£_«_^ 


j. ^- 


-> ^- 


-ö- 


-&- 


^-^=t 
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THEORY   OF  THE  SINGING  VOICE. 


STUDY  OF  THE  S^ATELL. 

CRESCKNDO    AND    DECRESCKNDO. 

(Italian  "Messa  di   Voce.") 

The  practice  oferescetido  on  one  tone  finds  its  natural  place  among  the  last  of  vocal  studies.  A  perfect  crescendo 
presupposes  pure  tone,  great  control  of  the  breath,  and  a  blending  of  the  registers  at  once  thorough  and  complete. 

The  Italian  messa  di  voce  is  made  by  combining  a  cresceiido,  with  a  decrescendo. 

By  a  complete  crescendo  is  meant  the  act  of  beginning  a  tone  as  softly  as  possible,  and  step  by  step  increasing  or  swelling 
its  volume  until  the  tone  has  attained  its  maximum  power. 

By  a  complete  decrescendo  is  meant  the  act  of  beginning  a  tone  with  its  fullest  volume,  and  step  by  step  decreasing 
this  volume    until  the   tone   has    arrived  at  its  minimum    power. 

The  sign  of  crescendo  is  — =c:;.  The  sign  of  decrescendo  is  l:r= — .  The  union  of  these  two  signs  over  any  note 
means  messa  di  voce,  thus: — =^'p= — .  Whenever  it  be  desired  that  a  medium  cresc.  and  dccresc.  should  be 
made,  the  sign   must  be  written  thus:  —=azMf :::==— 


MANNKR   OF    PRACTISING  THE   MESSA   DI  VOCE. 

The  tongue  must  lie  as  flat  in  the  mouth  as  the  vowel  to  be  sung  will  permit.  The  corresponding  position  of  the  mouth 
must  be  assumed  and  kept  unaltered. 

Inhale  a  deep  and  quiet  breath,  guarding  against  any  sudden  voluntary  movement  of  the  chest.  Attack  the  tone  to  be 
swelled  with  a  minimum  amount  of  the  air  inhaled,  located  well  forward  in  the  mouth.  Begin  the  tone  with  the  timhre 
sombre  (See  page  12).  Add  gradually  to  the  amount  of  air  being  exhaled,  retaining  the  mouth  in  its  first  position. 
As  the  tone  strengthens  change  the  timhre  sombre  carefully  and  gradually  into  the  clear  timhre,  and  then  bring  the 
tone  to  its  greatest  power.  From  the  moment  of  beginning  the  tone,  support  constantly  the  column  of  air  with 
the  muscles  of  the  diaphragm  and  abdomen.  [Appoggiare.  See  page  11).  Sustain  a  second  or  more  this  maximum 
power.  Commence  to  decrease  the  force,  taking  now  away  from  the  amount  of  air  exhaled  where  before  was  added, 
never  altering  the  original  position  of  the  mouth,  nor  depriving  the  tone  of  its  support.  Proceed  in  this  manner 
until  the    tone  has  arrived  at  its    minimum  volume,    ending    in  clear    timhre. 

Besides  the  skill  in  managing  the  breath,  a  faultless  intonation  is  indispensable.  Guard  against  beginning  too  low 
in  jomm'ssmo  and  sharping  in  fortissimo,  as  well  as  against  flatting  on   the  return  to  piaiiissimo. 

The  practice  of  messa  di  voce  too  long  continued  will  fatigue.  A  knowledge  of  messa  di  voce  enables  the  singer 
to  determine  how  much  power  to  expend  in  any  given  instance,  and  its  artistic  use  is  his  greatest  charm,  for 
upon  it   depend  all   the    degrees  of   light  and    shade    which   beautify   song. 

The  peculiar  mechanism  of  increasing  and  decreasing  the  force  and  amount  of  breath  exhaled  during  the  execution 
of  a  messa  di  voce  is  to  be  studied  first  while  varying  the  pitch  before  proceeding  to  the  far  more  difficult  exercise 
of  crescendo  and  decrescendo  on  one  tone  only. 
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The  following  exercise  in  decrescendo  is  to  be  practised  before  proceeding  to  the  crescendo  on  one  tone.  Observe 
strict  tempo.  The  decrease  of  tone  must  be  made  in  accordance  with  the  numbers  representing  the  division  of 
tempo,   and  the  degrees  of  loudness  under  them. 

No.  88- 

Written. 


I 


-g- 


121 


\W^ 


-&- 


Execution.  6 


-Ì5>- 


-&- 


151 


Adagio. ff 
Pianoforte. 


148 


STUDY   OF   THE   SWELL. 


ppp 


V  - 


Tè: 


'^ 


^,^E=*^*p=^«L=S 


-J: 


■tì- 


1^: 


--^ 


-7S- 


-Tg- 


-<s.- 


'-VW- 


T 


Practise  the  following  exercise  in  crescendo  before  uniting  cresc.  with  decresc,  and  as  high  as  the  range  of  any  given 
voice  will  permit  without  forcing. 
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CHROMATIC     SCALE. 


It  is  difficult  to  base  the  Chromatic  scale  on  such  chords  as  will  lead  the  pupil  to  execute  it  with  purity  of 
intonation.  It  has  been  divided  below,  therefore,  into  intervals  which  are  sung  first  as  parts  of  the  simple,  and 
then  as  parts  of  the  chromatic  scale. 


No.  91.       EXERCISE  FOR  THE  CHROMATIC  SCALE  IN  ASCENDING  INTERVALS. 
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-«-,.^: 


iIEE 


fi?-      -e- 
J^z zK 


zj: 


:§=|r^-:z^ 
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In  exercise  No.  92,  the  intervals  of  the  simple  scale  have  been  omitted,  and  the  chromatic  intervals  retained 

No.  92. 


;^^3^E^ÈJEj^^gH— H^gg^ 


-#==p: 


3 


=1= 


(' 


1ir--if 


é • 


Piano-forte. 


me 


-0- 

-9- 


Itzj^z^*^ 


-9- 


lE:i^^ 


=*=#^= 


Ig: 


k- 


PfP^ 


^1 


i 


-te 


iK 


-«—5» 


1 rr-l- 


:^|^z=:g=^: 


:r= 


:2=f=i?^= 


m 


■teE3 


■.-^#- 


ä|e 


Piano-forle. 

if -z8: 


:-q=|: 


|?^eS 


az=f; 


^?= 


* 


^?= 


*? — o 


J 1—7 


#' 


2- 


— t— 


?^^^^ 


*è 


-Ì ' M-H- 


li=-=^=='= 


:É=;;a: 


»zzif 


:^=^=E^ 


1^^] 


M 


■fä=M=^z 


m 


Piano-forte, 


=s 


:é=^: 


:^=p_xp: 


Si 

I — 


-ig- 


:l^^t^iE;:=t 


:q-- 


a^^M 


ii?^^] 


EXERCISES  FOR  THE  CHROMATIC   SCALE  DESCENDING. 


No.  93. 


W^=r 


W 


ß — ff- 


33^ 


tztitzzzi 


i^t:E^ 


«-^•— «i-1?^— à 


ill 


s 


:a^ 


j==l^=^*=^^^=^=l" 


-ii= 


ÖiS=S=^^;3 


ì:;;S 


rzqzziDi 


-• — •- 


-# — « — •- 


••-?•— «f-t;ef-Z. 


ill 


§;eEEtEEfEEf 


:»zizi=zzt: 


|=:-?=s=^|: 


^t^l 


==|: 


:t=i;d: 


— I — + 


j=f: 


ill 


*  The  accompaniment  of  No.  92,  is  to  be  played  at  first  with  the  right  hand  in  unison  with  the  voice,  as  above  written.  Later,  play 
merely  the  chords  indicated. 
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Ifelt=^ 


m 


t=--=^Mf=^=l- 


« — ^ 


.-^.^ 


l-^g^g-Jbj-j—l" 


-tr— 1 1 ^ ^- 


Ée^ 


Ì=^^^^^i^-l-_l^A=^^i^^^ 


-B 0- 


• 9- 


-e Ö 


\ h— I — I — I — i — i\ 


Pianoforte. 


m 


É^ 


-•-     _ff_      _^_ 

Ì-  -1 — h=P==5^ 


_^_  -^_  _«_ 


» — j^ 

_«s "  - 


f- 


^3 


-i,li 


rfc=r^r=r=^=^^h=^^r=r=ffr==,^==^==^'^=Fr^'^,^¥^ 


1: 


*5*z*ßE=i 


11 


:^^: 


s « »- 


-^-©I*- 


E|^^^^^^i^=i=ll^i^l 


Piano-forte. 


Üfe 


ìfE^E^f^ 


-« #_ 


:^^ 


E^j 


-9- 


?^^iS] 


No.  94: 


pESEr;,^'>=j=4:fj^gE^ 


-«po-jpi;e^- 


-ä, 


ÈlES-tf^^=M*=^=fc 


«pa 


:sJ2Éi 


^eESE'l^EB^ 


:»Ì2^^ 


'g— ^- 


-i 


»^e-el?»- 


:i     AMT  '  i 


=tJ«=-e=t"" 


-_«9«Z9ÌlÉZ 


-@- 


Piano-forte. 

-»-    -e-    -e-  -0-  -s-    -e-  -»- 


_ff_      _p_  _• |«_    _p-. 


9iE 


Elfiz^^EE^EElZpljipJ 


:r 


:*=^= 


s 


A_|jÉE^igEj: 


|j];^^jpi^^^'F%3^^4:>r|j_,=ü:^^^=zi: 


*|ti-4ic 


;a 


:| 


Ui 


^l^^iiPi^ig 


h=F==^=-  -=P=q*=g-^r=J=i- 


-*--§*■ 


:tl*= 


-# 


Ifl 


§iff 


Pianoforte. 
-g w- 


»-       -0-  ~0-       ~0- 

I — H»- 

*- 


fEÉEÌ^S^^^=^^==^-ì^ 


P. 


?Pil 
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Ko.  95.    V-oice. 


— ^^* 


i-'^^^^it^^S'^^SI^^^ 


afiamsft^riBPB^ 


Piano-forte. 


t 


-efi-        J 


ÖE 


_N 


i=t: 


■[ — ^^^ — » — s — 9e — à-\ì^ — \ 


i -?- 


Lt|i=-"ä-^a- 


:ì=ì: 


'À- 


--ì=i-- 


^=1= 


:^:-.|±i=^fe?El^ 


m^ESEE^ 


f=l=l=^: 


_?_2® — ©-j?S- 


-F=T=2T=^- 


-i-  fc-l h- 


-ì^^—a — fìsf 


-^-ba 


>ì^=: 


I 


(?«■ 


:|=^= 


^«0- 


l?ö*- 


=1=^ 


— M'.i.j»-niM,'^.-lll 


H- 


■asauura^ 


-inm»si 


t^tiS: 


t 


ä  I  a" 


-^ 1 1- 


Uuiu^^-i.^ 


-^»CES 


-^-5.® — ©-pi@- 


:t=t 


x_^^ 


:Ì^.*^; 


t:ii=»£Ìt=?=?£ 


'^f^ 


4^r:: 


e — \?é — »''-J7ä — h' 


»»■■J^^HM^'B^  ■*->-■*■' I.W 


^^iti.ä=^z^^t-±i 


:e=i- 


:fez=l^l: 


Iff: 


:=:t: 


=ä: 


ìaEÉE:aE^ 


^^1=1= 


^BBTTii.'A>üi«:«l]  '^'||T^f7InW w^ja^U  iW  41-UI  w  JBW^ 


^^ziz^=^g=^=i;g: 


=ì=ì: 


;: — N- 


-e^-        -i- 


ìjtr; 


PE=|=tì 


?i- 


-/- 


ihzzt- 


lo4 


:fe 


No.  96. 


EXERCISES   IN   ARPEGGI. 


wm 


—jD^B^lBH 


tài 


3 


3^=Si 


^t 


No.  97. 


a 


No."98. 


-a *— 0- 


W-h— 


te 


'ét^ 


3       -ö 


^ 


S^jg!^ 


H ff- 


^^ 


^^t 


-*- 


^  j|No.  99. 


tr 


^  3 


No  100. 


3=^ 


-fl — Ö- 


-ä—^ä  #- 


? 


^ 


3£E 


Ti- 


No.  101. 


3= ^-rj=-*^: 


Wfeö: 


=t=^p- 


H — e e- 


-nt 


-a  ä 


ü 


S^eE^ 


0 H 


1 


-« » 


-0- 


^    No.  102. 


-1^- 


^=s- 


:^=r 


-s e- 


— \\T\f      ^^^:^^—^- 


--=|r 


?=^^t^=H= 


-I — h- 


-9 — I — e — ^- 


3t 


,  ^No.  103. 


-arf- 


*r^_ 


S 


\ — \ — I — \-~^-ià~ 

J I : I : *E_ 


n 


e> 0 


t>  B~ 


~e — \-o s-3- 

-    -Ö-3      .    ^ 


-3-fl «^;ij: 


^\^- 


-s — \-e — e 


— {ana 


H 1 l-ff \-@ 0~.S 


"»     !~a~ 


B-3- 


'=?=g= 


;»       ©- 


-g^-- N- 


-*?-fl^ 


I 


3    --ib- 


=s^ft 


No.  104. 


ÈeE 


« 


No.  105. 


t 


~^  '       9 


-e-      -a- 


Ö     '  -^ 


"^^^eE^ 


»     r     <^ 


lat 


'^à 


-t 


~m       |~ 


N  B  r    !    g- 


a  i^- 


-© — P — « 


-0 1 — ©■ 


=i=k*i 


1 


-Ö — h 


J« 


/TS 


.uzze 


9il 


Piano-forte. 


=sJ~.- 


"S— r 


iöit: 


^^?Sg 


TI 


b ^r 


'G>~ 


ÜPf 


No.  106. 

Voice. 


K^- 


Piano-forte. 


-a ! 1 — »■ 


:^=É==^==^=É==zÉ=izlrJ: 


^^=^^^ 


fe-^1 


-e- 


.#,-" 


Sìiitte 


s?: 


:i: 


:s: 


-<si- 


Eg; 


-t^l 


i 
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1^^^^^ 


Ir-  ' 
o. 


i 


-i^      i    é- 


-a e- 


ffiff 


t ~Ftf^H=g 


-© — h- 


-1^ a- 


^^ 


=^=taE; 


q— i=«*: 


;il 


i 


-« — I — 0 e- 


4 *- 


i 


^111 


i 


:^^^^-~*~g" 


5 


:É=d=É=:tvzz2i 


Ell 


i 


^ 


■1 H 


-^    '     ä 


-o 1 — a 


-^—^- 


li^ 


_ a- 

-e o 1 0- 


IB 


I 


— e 

-^— i — ß- 


K— ^ 


«■ ß F O ^^mE 

-0 1 1 1 9 1 — gi- 


K^SESar" 


:^-^- 


;ii 


-bnsb, 


i 


3i 

-0-3 


-3    M    I    i    I  J    F 


■IIIHMIWN.^ 


"g  g    „ g      I   g~ 


-• ®-3- 


-3-g «- 


N— ~- 


-*-Ä 


^ 


È 


"^™=? — I — \-0 — i-0 o—H- 


-à- 


\z^~-a- 


'nam^Mapa 1 1_^ i_g g_^ j 1 1 1 

H — I — i-e — 1-0 ©-3 ä — 1-0 — I — \ c — 1 1 


3  3 


T    g" 

3 g- 


I 


mm^ 


-ä g 


f *f- 


^ 


«1 — h 


I  -g- 


H 0 1 0- 


1^1  er 

g B 


11 


-0 g- 


^5=^^=? 


i 


p 


L^— ^ 


•ff       I!     g 


g    ^ 


-\— -— 


I 


W 


/T\ 


:tì: 


-iS^ 


5ii=[- 


i=^^ 


:ö; 


Piano-forte. 


ITS 


91 


:?2zi 


1^=1 


-^ 


f 


Fòz'ce. 


H — H — «- 


ZÉZ±IZM. 


'"iì^5* 


1  g     g' 


s=äE 


0 — H — 0- 


-0 — I- 


->*i'^-g g— M P.^J^c/ 


•g — ' — I — rg         •      g~i~ 
•^g~     l~g  '  g~ 


-g- 


Piano-forte. 

-fS- 


:«;: 


--f-- 


:2?:; 
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VOCAL  EMBELLISHMENTS. 


PORTAMENTO. 

B3'  Portamento  is  meant  that  light,  ethereal  gliding  of  the  voice  over  an  interval  of  which  two  given  notes  are  the  limita 
When  expressed,  it  is  denoted  by  a  slur  from  note  to  note,  and  may  be  executed  in  two  ways.  First,  when  both  the  notes 
between  which  it  is  placed,  are  executed  on  the  same  vowel  or  syllable. 


Thus: 


SCHCTBERT. 


EXAMPLE   A. 


In  example  A — the  two  notes,  comprising   an  interval  of  a  fifth,  under  which  the  word  "  woe  "  is  placed,  are  to  be 
executed  on  this  single  syllable,  the  voice  gliding  lightly,  not  dragged,  over  the  interval  between  Bl?  and  El?. 

The  second  mode  of  executing  di  portamento  is  when  the  two  notes  between  which  it  is  placed  have  each  a  syllable. 

Thus  :  CKEATION.  HATDN. 

Written, 


-G>- 


EXAMPLE   B. 


It 


all 


shall 


be. 


Executed.  ^t^r%^=^- 


it 


2^Z 
all 


-(2- 


sha 


Ube. 


In  Ex.  B,  the  portameììio  is  executed  on  the  word  "  shall,"  the  voice  gliding  over  the  interval  between  Bi?  and  EP, 
and  anticipating  the  EV  in  the  manner  denoted  in  the  notation  of  the  execution. 

Employed  correctly,  the  portamento  is  a  charming  embellishment  of  a  singer's  style.  If  misused  it  becomes  exceedingly 
disagreeable.     It  is  well,  therefore,  to  observe  the  following 

RULES, 
ft. — In  general,  the  amount  and  quality  of  tone  to  be  used  in  a.  jjortamento  depend  upon  the  musical  and  poetical  context. 
I. — Thus,  in  the  expression  of  gentle  emotions  or  sweet  SQMÌ\xaQnt,ihe portameiüo  should  partake  of  these  characters,  and 


the  movement  of  the  voice  from  note  to  note  quite  ethereal. 

FAUST. 


GOUNOD. 


EXAMPLE    C. 


c. — ^In  proportion  as  the  expression  becomes  more  agitated  and  passionate,  the  poHamento  loses  its  light  character,  amounting 
often  to  a  strascinando  or  vigorous  sliding  of  the  voice  with  streng  vibration  over  the  interval.  In  the  expression  of 
hate,  scorn,  irony,  anger,  fear,  in  short,  of  any  deep  agitation,  this  style  (ii poHanunio  is  very  effective. 


■      VOCAL  EMBELLISHMENTS.  jr^y 

d.—k  portamento  has  its  best  effect  on  large  intervals,  ascending  with  a  crescendo,  and  descending  with  a  diminuendo, 
e. — Several  successive  portamenti  are  in  bad  taste. 

/•.—Unless  in  close  connection,  the  final  syllable  of  a  word  should  not  be  joined  by  &  portameiüo  to  the  first  syllable  of  the 
word  following. 

^.— Where  several   consonants  follow  immediately  the  vowel  upon  which  the  portamento   may  be  executed,  as  a  rule,  the 
portamento  should  be  omitted. 

Instead  of  obliging  the  pupil  to  practise  exercises  in  which  the  portamento  is  introduced  at  almost  every  step— whether 
with  or  without  reason — the  studies  throughout  the  entire  work  have  been  so  arranged  that  by  this  time,  the  poHamento  will 
have  been  well  prepared,  (Compare  with  remark  on  p.  35,  Part  I.)  and  the  observance  of  the  above  rules  is  now  all  that  is 
necessary. 

STACCATO. 

By  staccato  is  meant  the  momentary  separating  of  the  notes  over  which  the  sign  of  staccato  "  "  *  is  placed,  by  a  slight 
pause  in  the  sound  of  the  voice,  making  the  notes  actually  shorter  than  written,  each  note  being  delivered  with  a  light 
stroke  of  the  glottis. 


_i      «•     -J     3     [    ^      _k^         •* 


The  study  of  staccato  helps  to  prepare  a  pure  leffato.  It  may  be  practised  on  the  twelve  short  studies  of  "  Execution  " 
on  pp.  138,  &c.,  as  well  as  on  the  studies  in  minor  keys. 

MARCATO. 

In  marcato  the  tones  should  be  quite  sharply  accented,  but  held  their  full  value,  a  slight  diminuendo  being  made  at  the  end 
of  each  tone  in  order  to  prepare  the  way  for  a  marcato  on  the  note  following.  The  mode  of  expressing  marcato  best  explains 
its  character — viz. — a  union  of  the  signs  of  staccato  and  leffato,  thus — r^TT~v.  In  Italian  music  the  marcato  is  very  often 
used,  quite  prominently  in  closing  cadences. 

STENTATO. 

Stentato  means  that  the  note  over  which  it  is  situated  is  to  be  heavily  accented,  and  its  execution  is  similar  to  that  of  the 
marcato.  It  is  much  used  in  dramatic  composition  and  in  declamation,  and  is  denoted  by  the  sign  >,  though  often  written 
stent.,  or  in  full,  stentato. 

MARTELLATO. 

By  martellato  is  meant  the  accented  repetition  of  the  same  note.  The  manner  of  executing  it  is  something  like  an 
accented  staccato,  though  sometimes  a  pure  staccato  is  demanded  by  the  composer,  on  the  martellato.  It  is  to  be  met  with 
most  frequently  in  the  operas  of  Mozart,  and  in  Italian  works,  chiefly  in  soprano  roles.  The  study  of  it  is  useful  to  every 
voice. 

It  may  be  practised  in  any  of  the  following  forms  : — 


No.  108. 


No.  109. 


No.  110. 


1 1 r- 

-*-  -*-  -a- 


-e-  -»-  -•-  -•- 


-ä—9—it 


ì^S" 


~é     g     é~ 


-o — a- 


&c. 
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THEORY    OF    PRONUNCIATION. 


FORMATION    OF   VOWELS. 

The  various  vowel  sounds  of  which  the  voice  is  capable  depend  upon  certain  definite  positions  of  the  vocal  parts.  A 
knowledge  of  such  of  these  positions  as  can  be  subjected  to  one's  control  is  of  the  highest  practical  value  to  the  student 
of  vocal  art,  and  the  most  important  of  them  are  demonstrated  in  the  outline  diagrams. 

In  order  to  give  a  perfectly  clear  idea  of  the  full  meaning  of  the  outlines,  they  are  preceded  by  Fig.  3,  which  is 
a  complete  representation  of  a  perpendicular  section  of  the  organs  of  singing. 

Fig.  3. 


a.  Opened  windpipe. 
e  k  g.  Vocal  chords. 
i.  Epiglottis. 
ppp.  Tongue. 
k.  Roots  of  tongue. 


t.  Tonsil. 

s.  Uvula. 

q.  Hard  palate. 

u.  Pharyngo-nasal  cavity. 

X.  Cavities  of  forehead. 

J.  Lower  Jaw. 

L.  Lips. 


By  placing  the  tip  of  the  tongue  lightly  against  the  back  part  of  the  lower  teeth  when  forming  the  vowels,  the  waves 
of  sound  pouring  from  the  throat  find  a  freer  exit  at  the  lips.  The  tone  has  a  healthier  resonance  when  the  tip  of  the 
tongue  is  not  raised. 

Fig.  4. 


Italian  a. 
English  a  in  far. 


'The  centre  line  of  the  tongue  flat  in  the  mouth — (the  dotted  line 
a).  The  edges  slightly  turned  upward,  forming  a  groove, — 
(the  line  h).     See  also  Fig.  1,  Frontispiece. 


It  will  be  observed  that  the  outline  diagrams  treat  of  those  vocal  partaj  only,  which  are  subject  to  the  voluntary  control  of  the  singer. 


THEORY   OF   PRONUNCIATION. 
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Via.  fi. 


/The  centre    line   of  the  tongue  depressed    somewhat  below 
Italiano,  1st  sound,)     its  natural  position — (the  dotted  line  a).    The  edges  slightly 
English  0  in  for.  y     curved  upward — (the  line  i).    The  back  of  the  tongue  rises 
\      a  little.    Soft  palate  lower  than  for  a  (ah). 


Fig.  6. 


Italian  o,  2d  sound, 
English  o  in  more. , 


Not  so  depressed  asfora,  (ah),and  1st  sound  of  Italian  o.  Baised 
somewhat  toward  the  back  ;  the  tip  nearly  flat. 


Fio.  7. 


Italian  u, 
English.  00  in  boot. 


^Raised  decidedly  at  the  back  ;  the  tip  near  the  roots  of  the 
lower  teeth.  Upper  and  lower  teeth  nearer  together  thau 
for  a  (ah),  and  o. 


While  for  the  tWö  sOUtida  of  ö  and  for  Oo,  (Italian  U)  lUusti-ated  atóVé,  the  tongue,  departing  from  the  tiofmal  pdsitioü— that  for  a  (ah),— rises  more  and 
more  prominently  toward  the  bacìi  ;  for  a  in  man,  e  in  met,  e  in  mete  (Italian  i)  on  the  other  hand,  beginning  with  the  normal  position  for  a  (ah),  it 
rises  more  and  more  prominently  toward  the  centre  and  back.  (Compare  with  diagram  of  the  lips,  Fig.  13,  where  Groups  2  and  1  are  iden- 
tical respectively  with  those  just  referred  to.) 
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THEORY   OF   PRONUNCIATION. 


Thus,— 


Fig.  8. 


Fig.  9. 


Italian  e,  second  sound,  allied  to  English  a  in  man. 


Italian  e,   first  sound,  allied  to  the   first   sound  of 
English  long  a.      (See  page  15,  Part  I.) 


Fig.  10. 


Italian  «', 
English  long  e.i 


^Tip  of  the  tongue  flat  ;  then  a  sudden  and  high  elevation  toward    the 
centre  and  back.  - 


Fig.  11. 


Fig.  12. 


e  in  English  her. 


German  Ü. 


THEORY    OF    PRONUNCIATION. 


IGl 


The  positions  of  the  tongue  for  forming  the  various  vowels  have  also  corresponding  positions  of  the  lips.  The  latter  may 

be  divided  into  two  classes,  according  as  the  corners  of  the  mouth  approach  or  recede  from  each  other.  Thus,  beginning 

with  the  Italian  a  (ah),  we  have  the  mouth  in  the  normal  position  described  in  Part  I.,  namely,  of  smiling.  It  will  be  found 
that  on  the  one  side  of  a  (ah)  are                              /a —  like  a  in  mat. 


Group  l./e  —  like  e  in  met. 


\i  —  like  ee  in  meet, 

to  form  which  purely  the  corners  of  the  mouth  must  recede  from  the  position  called  normal,  the  recession  being  greater  for 
e  than  for  a,  and  greatest  for  i  (e).  On  the  other  hand,  starting  again  with  the  Italian  a,  and  the  normal  position  of  the 
mouth,  we  have  /  oi_  ^^^  ^  j^  ..  bottie." 

Group  2.  (  o"- —  like  o  in  the  vulgar  pronunciation  of  "bone." 

\u  —  like  00  in  boot, 
to  form  which  purely  the  comers  of  the  mouth  must  advance  from  the  normal  position,  and  approach  each  other,  more  for  o' 
than  for  o',  and  most  for  u  (oo),  where  the  lips  also  suddenly  advance  again.     To  both  these  groups  a  {ah)  is  common. 

This  gives  us,  therefore,  the  following  diagram  of  the  lips,  in  which  the  distance  between  the  heavy  parallel  lines  denoted 
by  the  line  a,  represents  the  distance  from  each  other  of  the  corners  of  the  mouth  when  in  the  normal  position  for 
pronouncing  the  Italian  a  (ah).  Above  a  we  have  Group  1,  and  the  corners  of  the  mouth  gradually  receding,  denoted  by 
the  diverging  lines;  while  below  a  we  have  Group  2,  and  the  corners  of  the  mouth  approaching,  denoted  by  the  converging  lines. 

Fig.  13. 


Thus,  the  statement  that  a  (ah)  is  best  adapted  to  first 
studies  (see  Part  I.,  "  Choice  of  Vowels,")  because  the 
vocal  parts  are  in  greatest  equilibrium,  is  verified  not  only 
by  comparing  the  positions  of  the  tongue  for  forming  the 
vowels,  but  those  of  the  lips  also.  Not  the  use  of  a  (ah), 
hut  its  misuse,  and  the  employing  of  too  much  force  during 
first  studies,  is  the  objectionable  feature. 


As  has  been  often  observed,  the  position  of  the  lips  and  other  vocal  parts  for  forming  one  vowel  sound  must  remain  unaltered 
when  this  vowel  is  to  be  prolonged.  The  slightest  change  in  the  position  of  these  parts  brings  with  it  an  immediate  and 
audible  change  in  the  quality  of  the  vowel  and  of  the  tone. 
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For  long  English  ä  (Ital.  e)  and  long  e  (Ital.  t),  there  is  a  tendency  to  bring  the  teeth  too  near  together.  Such  a  position 
must  be  carefully  avoided. 

A  great  obstacle  in  the  way  of  sharply  distinguishing  the  pure  vowels  is  the  neglect  to  proportion  the  shape  of  the  lips 
to  the  positions  of  the  other  vocal  parts.  Thus,  if  for  the  vowel  a  (ah)  the  tongue  lie  in  the  flat  position,  as  in  Figs.  1  &  4,  and 
the  other  parts  are  in  proportion,  while  the  shape  of  the  lips  accords  not  with  the  a  side  of  the  diagram,  but  with  the  opposite, 
then  the  entire  machinery  for  modulating  the  sound  coming  from  the  glottis  is  thrown  out  of  equilibrium,  the  parts  are  not 
in  sympathy,  and  the  result  is  a  tone  whose  quality  is  impure  in  itself,  and  cannot  be  classed.  But  impurity  of  tone  is  not 
alone  the  result.  The  waves  of  sound  peculiar  to  a  (ah),  not  finding  the  lips  in  a  position  symmetrical  with  the  shape  of  their 
vibrations,  meet  with  resistance,  and  are  thrown  into  confusion,  to  overcome  which  the  singer  resorts  to  pushing  or  forcing 
the  tone,  and  thus  fatigues  the  vocal  chords.  An  intelligent  recognition  of  these  principles  is  not  only  necessary  to  a  good 
pronunciation,  but  is  the  very  foundation  of  pure  tone  ;  and  when  we  bear  in  mind  the  almost  total  neglect  of  them  among 
modern  teachers  of  the  voice,  the  great  impurity  of  tone  and  unintelligible  pronunciation  of  most  singers  of  to-day  can  no 
longer  remain  a  matter  for  astonishment 

We  recommend  a  careful  study  of  this  subject  to  composers  of  vocal  music*  There  are  others,  as  well,  relating  to  the 
character  of  certain  vowels  as  more  or  less  favorable  to  certain  positions  on  the  gamut.  It  is  the  duty  of  a  teacher  of  singing 
to  train  voices  under  his  care  to  articulate  all  the  sounds  purely.  But  despite  all  the  necessary  precautions  on  his  part,  wheni 
compositions  are  placed  before  the  singer  in  which  the  almost  impossible  task  of  producing  a  certain  desired  effect  on  a  given 
pitch,  with  a  combination  of  vowels  and  consonants  utterly  at  variance  with  the  nature  of  that  class  of  voice  at  that  pitch, 
this  particular  portion  of  the  composition  not  only  disgusts  the  singer,  but  fails  to  please  the  listener  who  is  unable  to  account 
for  the  unpleasant  sensation.  It  is  exceedingly  difficult  for  the  voice  to  remain  true  to  the  character  of  a  vowel  placed 
unpropitiously  as  regards  its  resonant  capacity.  Thus,  if  one  of  the  less  resonant  vowels,  as  long  e,  is  to  be  formed  on  one  of  the 
lower  tones  of  a  singer's  compass,  which  possess  naturally  less  swelling  capacity  than  the  medium  or  upper  tones,  then  the 
intensity  of  the  vibrating  column  of  air  is  not  sufficient  to  impart  to  the  tone  the  resonance  and  power  possible  with  other 
combinations.  For  this  reason,  the  less  resonant  vowels,  in  the  formation  of  which  the  cavity  of  the  mouth  is  more  or  less 
contracted,  (narrowed)  can  be  delivered  with  greater  power,  with  a  better  crescendo  on  the  upper  than  on  the  lower  notes. 


It  is  a  fact  worthy  of  remark,  that  the  old  Italian  rule  which  allowed  but  a  sparing  use  of  /(e)  on  the  lower,  and  of 
u  (oo)  on  the  upper  notes,  has  been  proved  by  modem  scientists  like  Helmholz,  Mei'kel,  and  others,  to  have  sound  acoustical 
and  physiological  reasons.  It  will  be  found,  too,  that  if  a  vowel  be  placed  where  it  cannot  develop  its  best  and  purest 
resonance,  it  will  deviate  from  its  true  character,  and  assume  that  of  the  vowel  most  nearly  allied  to  it.  Thus  o  takes  on 
something  of  the  character  of  a  (ah)  when  used  with  power  in  the  extremes  of  the  voice,  and  u  (oo)  becomes  o,  while  a  (ah) 
loses  very  little,  if  any,  of  its  proper  character. 


MODIFICATIONS  OF  THE  VOWELS  AND  DIPHTHONGS  IN  SINGING. 

Having,  therefore,  the  positions  of  the  vocal  parts  for  the  pure  vowels,  the  pronunciation  of  diphthongs  is  at  once 
simplified.     Thus,  in  English  we  have —  _ 

Diphthongs — oi  (as  in  foil),  made  by  joining  the  o  in  not  to  that  of  tin  pin. 

ou  (as  in  loud),  made  by  joining  the  ä  in  far  to  that  of  oo  iii  moon. 
And  the —  > 

Double  Vowels — ä  (as  in  fate),  made  by  joining  the  sound  of  e  in  met,  to  that  of  e  in  mete. 
\  (as  in  mine),  made  by  joining  the  ä  in  far  to  that  of  é  in  mete. 
u  (as  in  use),  made  by  joining  the  i  in  pin  to  that  of  oo  in  moon, 

*  These  principles  of  pronvmciation,  though  among  the  most  fundamental,  most  essential  in  vocal  theory,  are,  nevertheless,  sadly  neglected.  Strange,  indeed,  that  the  very 
object  of  vocal  art,  namely,  the  expression  of  emotion  and  passion  by  musically  emphasizing  written  words,  should  be  so  lost  sight  of.  And  this  neglect  is  apparent,  not  only  among 
singers,  but  to  a  marked  degree  among  public  speakers,  üntU  a  knowledge  of  the  principles  of  pronunciation,  in  themselves  simple,  shall  be  made  more  general  in  our  public 
schools,  before  the  vocal  pa'ts  shall  have  become  hardened  in  their  bad  habits,  we  shall  be  compelled  to  submit  to  one  of  the  worst  faults  among  the  otherwise  liberally  educated 
portion  of  the  public,  that  of  indistinct  utterance.  Even  our  best  institutions  neglect  the  thorough  study  of  this  subject,  and  the  number  is  small  of  those  whose  English 
is  elegantly  pronounced. 
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One  may  pronounce  almost  simultaneously  the  two  vowels  of  a  diphthong  or  double  vowel  when  declaiming  rapidly, 
but  when  they  occur  in  a  composition  under  a  sustained  tone  or  long  runs,  the  voice  must  vocalize  on  the  one  or  the  other 
sound  of  the  diphthong  or  double  vowel,  and  with  the  exception  of  u  (as  in  use),  it  is  the  first  sound.  For  example, 
in  the  well  known  chorus  of  the  Messiah, 


m: 


_*?_«: 


^ 


-^—y- 


:  And  he  shall  pu-ri 
(To  be  sung).      "     "     "     puri 

the  last  syllable  of  purify  has  the  sound  of  the  English  long  T,  made  up  of  the  two  sounds  «(ah)  ande.  The  long  run  is  to 
be  executed  on  ah  alone,  as  if  there  were  no  second  sound,  the  latter  being  pronounced  at  the  extreme  end  of  the  run,  and  at 
the  last  moment  of  the  tone.  This  may  serve  as  a  rule  for  the  other  diphthongs,  with  the  exception  of  u,  where  the  second 
sound  is  to  be  dwelt  upon.  It  occurs  also  not  seldom  in  portamento  that  the  singer  incorrectly  anticipates  the  second  note 
with  the  second  sound  of  the  diphthong. 


FORMATION    OF   SIMPLE    CONSONANTS. 

1.  Pure  Labials. —  b,  p,  formed  with  the  lips  alone. 

1 2.  Labio-Dentals. — f,  v,       "  "       "    lower  lip  and  upper  teeth,  and  with  emission  of  breath  ;  v  more  vocal, 

L.  <  less  aspirate,  than  £ 

3.  Labio  -  Nasal.  — m,  formed  by  a  slight  pressure  of  the  lips  throughout  their  whole  length,  and  resonance  of  the 
nose. 

The  consonants  b  and  p  are  often  classed  as  similar  in  their  formation.  They  are  both  pure  labials,  but  with  this  important 
difference.  Whereas  b  is  formed  by  an  easy  pressure  of  the  lips  together  in  their  whole  length,  a  pure  p  can  be  formed 
only  by  compressing  the  lips  together  more  at  the  centre,  which  compression  finds  its  focus  upon  the  outer  edges  of  the  lips. 


Fig.  14. 


Fio.  15. 


LINGUALE 
AND   DENTALS. 


The  English  t  and  d  are  formed  by  placing  the  end  of 
the  tongue  at  the  roots  of  the  upper  teeth  ;  more 
compactly,  however,  for  t  than  for  d.    (Fig.  14.) 


The  Italian  t  and  4— German  and  French  t  and  d  nearly 
the  same — are  formed  with  the  tip  of  the  tongue 
and  the  upper  teeth.     (Fig.  15.) 
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Fig.  16. 


Fig.  17. 


The  English  L  is  formed  with  the  tip  of  the  tongue  and 
the  gum  around  the  roots  of  the  upper  teeth. 


For  the  Italian  L,  the  tongue,  in  addition  to  the  position 
described  in  Fig.  16,  advances  against  the  back  part 
of  the  upper  teeth. 


In  the  formation  of  L,  the  sides  of  the  tongue  not  being  in  close  contact  with  the  upper  part  of  the  mouth,  the  breath 
escapes  at  the  orifices  thus  formed,  and  the  articulation  of  L  is  attended  with  an  imperfect  sound.  In  the  terminating 
syllable  le  (English),  the  e  is  silent,  and  1  has  but  a  very  weak  sound.  This  fact  should  be  borne  in  mind  by  those  who 
write  for  the  voice,  and  words  with  final  le  employed  as  rarely  as  possible.  In  this  regard  the  singing  voice  should  always 
be  favored.  In  music  of  the  church,  especially, such  words  as  'adorable,'  'notable,'  &c.,  are  too  often  placed  by  composers 
(otherwise  proficient),  in  such  connection  as  to  cause  the  musical  accent  to  disagree  with  that  of  the  word,  which  not  only 
falls  harshly  on  the  ear  of  the  listener,  but  shocks  with  its  perverted  accent  the  musical  sense  of  the  singer. 

The  English  R  is  formed  with  the  tip  of  the  tongue,  curved  back  a  little,  the  air  escaping  at  the  sides. 

The  Italian  R  is  formed  by  vibrating  the  tip  of  the  tongue  against  the  upper  gums. 

In  English  words  R,  preceding  a  vowel  in  the  same  syllable,  may  be  vibrated  or  rolled  with  good  effect.  R  final  in 
English  must  never  be  rolled.  The  custom  of  many  singers  of  rolling  the  final  English  r  is  an  exceedingly  vulgar 
mannerism,  foreign  to  our  language. 

N  is  formed  with  the  end  of  the  tongue  against  the  upper  gums,  and  resonance  of  the  nose. 

The  English  T  H  may  be  easily  learned  by  foreigners  in  the  following  manner.  Separate  the  teeth  far  enough 
to  admit  the  flat  tip  of  the  tongue,  so  that  it  will  lightly  touch  the  edges  of  the  upper  and  lower  teeth.  Drop  the 
tongue  in  the  mouth  and  breathe  gently  through  the  teeth  thus  placed.  During  the  act  of  breathing  out,  slide  the 
tongue  softly  forward  between  the  teeth,  and  the  sound  of  the  English  T  H  will  be  perfected. 


Fig.  19. 


Fig.  18. 


EngUsh  T  H. 


Fig.  19,   German   ich.     Centre  of  tongue  hollowed  a  littlp 
under  the  hard  palate,  the  dotted  line  a  in  Fig.  19. 
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THE   MEANING  OF  TIMBRE   AS   A    SOURCE  OF    EXPRESSION. 

Having  learned  to  pronounce  all  the  vowel  sounds  with  purity,  the  singer  will  then  be  in  a  position  to  study  closely  into 
the  meaning  of  the  most  important  of  the  numberless  modifications  of  quality — or  timbre — which  they  may  assume.  The 
physiological  meaning  of  timbre  clair  and  timbre  sombre,  has  already  been  explained  in  Part  I.  But  now  we  have  to 
determine  when  and  where  to  employ  the  bright,  or  the  sombre  quality,  and  to  explain  their  aesthetical  meaning  as  a 
source  of  expression.  It  would  be  next  to  impossible  to  fix  the  exact  quality  of  a  tone  or  a  series  of  tones  adapted  to 
express  justly  the  subtler  emotions  of  the  human  heart.  But  we  do  know  with  certainty  that  a  bright,  clear  quality  of  tone 
is  best  adapted  to  expressions  of  cheerful  thoughts,  joy,  happiness,  hope,  and  kindred  emotions,  while  to  their  opposites,  viz., 
gloomy  and  dismal  thoughts,  vexation,  feelings  of  pain,  sadness  and  grief,  fear,  and  their  kindred  emotions,  the  sombre 
quality  is  the  best  fitted. 

A  sudden  shock  would  be  expressed  by  the  clear  timbre,  whue  anxiety,  the  approach  of  whose  object  is  gradual,  would 
be  best  expressed  by  the  sombre  quality.  Anger,  as  a  strong,  active  mood  would  be  given  generally  in  the  clear  timbre. 
As  already  said,  no  precise  quality  can  be  arbitrarily  fixed  upon.  The  great  secret  of  true  expression,  other  things  being 
equal,  lies  in  the  symmetrical  blending  of  the  bright  and  the  sombre,  of  light  and  shade,  into  that  beautiful  clair-obscure 
which  is  so  great  a  charm  in  the  singing  voice. 

To  an  intimate  knowledge  of  the  meaning  and  proper  application  of  timbre,  the  singer  must  join  an  intelligent  use 
of  the  consonants.  An  elegant  pronunciation  of  a  single  consonant  may  in  certain  connections  thrill  the  hearer,  where  a 
crude  or  imperfect  utterance  of  the  same  would  invariably  annoy  him.  In  large  halls  consonants  must  be  articulated 
energetically,  but  without  exaggeration,  distinction  always  being  made  as  to  their  nature,  whether  hard  or  soft.  Their 
expression  depends  of  course  upon  the  context.  The  apt  and  fine  articulation  of  one  consonant  determines  often  the  artistic 
success  of  an  entire  phrase.  These  and  other  fine  points  of  style  and  expression  must  be  learned  from  oral  instruc- 
tion, and  imitation  of  acknowledged  models  of  style. 


PHRASING. 

RULES   FOR   RESPIRATION. 

a.  A  full  breath  should  be  inhaled  before  long  phrases,*long  or  forcible  passages,  or  a /erm«/o.  If  one  or  two  small  notes 
precede  ihe  fer7nato,  they  should  be  included  in  the  same  breath  if  the  context  permits. 

h.  A  half  breath  should  be  taken  at  short  pauses,  before  a  short  series  of  notes  after  which  is  opportunity  to  gain  a  full 
breath.  This  rule  cannot  be  observed  in  Recitative  where  the  declamation  of  the  Avords  is  the  object,  irrespective  of 
the  tempi  or  rests. 

c.  The  lungs  will  experience  less  fatigue  if  the  singer  contrive  to  precede  a  deep  inhalation  by  one  or  more  half-breaths. 

The  nature  of  the  mezza  respirazione  and  of  the  tempo  rubato  has  been  already  explained.  (See  p.  67,  Note  (a.)  The 
singer  should  not  fail  to  obtain  complete  control  of  the  tempo  rubato,  for  without  it  elegant  phi-asing  is  impossible,  and 
respiration  labored. 

d.  Breath  should  be  drawn  on  the  unaccented  beat  of  the  measure,  unless  the  text  prevent.     Even  in  the  latter  case  it  is 

sometimes  better  to  alter  the  text  if  the  notes  immediately  following  are  not  propitiously  situated.  This  nile 
includes  also  syncopation. 

e.  In  long  runs  breath  can  be  inhaled  only  at  some  turning  point  in  the  passage,  for  instance,  where  an  ascending  run 

begins  to  descend,  and  vice  versa;  or  where  the  run  dwells  upon  one  note  long  enough  to  catch  a  breath  on  an 

unaccented  beat,  or  perhaps  portion  of  a  beat,  of  the  measure.     (Compare  with  p.  112,  Part  II.) 
/.  On  a  series  of  long  notes  breath  can  be  drawn  easily,  as  the  end  of  the  note  generally  falls  upon  an  unaccented  part  of 

the  measure  from  which  the  time  may  be  taken  to  breathe. 
g.  Where  a  repetition  of  theme  occurs  in  the  same  composition,  the  management  of  the  breath  should  be  as  nearly  analogous 

as  possible. 
h.  Breath  should  not  be  drawn  so  as  to  divide  the  syllables  of  a  word — except  where  a  series  of  long  tones,  or  a  long  ran 

makes  it  necessary. 

*  See  Note  (a)  on  p.  196. 
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i.  If  possible,  a  verb  or  preposition  should  not  be  separated  from  its  object,  nor  the  article  from  its  substantive. 
/.  Breath  should  not  be  drawn  on  the  accented  beat  of  the  measure.*     (Compare  with  p.  112,  Part  II.) 

RESPIRATION    CONSIDKRED    .AESTHETICALLY. 

Up  to  this  point  the  breath  has  been  studied  from  the  purely  physical  standpoint.  The  physiology  of  respiration  was 
considered  at  length  in  Part  I,  and  such  rules  given  for  the  management  of  the  breath  as  to  render  practical  its  appli- 
cation to  the  development  of  pure  tone.  The  attention  of  the  pupil  has  been  repeatedly  called  to  these  principles,  in  the 
course  of  the  work.  The  rules  given  above  refer  also  to  such  a  technical  control  of  the  breath  as  will  make  the  interpre- 
tation of  a  composition  poetically  and  musically  correct. 

There  is  still  another  side  to  be  considered,  namely,  the  meaning  of  respiration  as  a  source  of  expression.  To  the 
sensitive  ear,  there  is  a  most  extraordinary  sympathy  in  the  breath,  which,  even  in  the  total  absence  of  words,  may  stir  the 
heart  to  its  very  depths.  In  vain  may  the  singer  seek  to  offer  the  listener  cold  tecJmique.  The  lack  of  real  expression 
deprives  the  breath  of  that  nervous,  indefinable  electricity  which  is  the  very  life  of  tone. 

Yet  granting  that  there  exists  the  true  musical  and  poetical  warmth  in  a  pupil,  there  are  certain  mechanical  modes  of 
giving  out  and  of  inhaling  the  breath,  which  have  long  been  considered  not  only  allowable,  but  as  promotive  of  expression. 
We  refer  to  the  sighing  of  the  breath  {sospirando), ihß  weeping  {piangendo),\h.Q  tremulando,  the  aspirate  and  sudden  ejacu- 
lation, the  pathetic  or  tragic  exclamation,  &c.  It  may  be  said,  in  general,  that  in  church  music  all  sudden  and  violent 
modes  of  breathing  are  entirely  out  of  place;  and  the  singer  should  remain  true  to  the  task  of  interpreting  such  works  with 
dignity  and  total  absence  of  attempt  at  display. 

In  concert  music  there  is  more  liberty  ;  but  even  here  great  moderation  must  be  observed,  and  classical  compositions 
always  rendered  in  the  manner  in  which  such  selections  would  be  interpreted  when  in  their  native  atmosphere.  It  is  on 
the  stage,  where  we  have  to  do  with  living  representative  characters,  where  music  and  the  drama  go  hand  in  hand,  in  opera, 
that  the  singer  may  rightfully,  nay,  is  obliged  to  employ  all  the  technical  means  at  his  disposal.  But  the  artistic  rendering 
of  these  moments  of  great  emotion,  of  love  or  anger,  fear  or  hate,  joy  or  sorrow,  hope  or  dejection,  offspring  of  the  composer's 
genius,  is  so  dependent  upon  the  singer's  own  talent,  that  the  attempt  to  reduce  them  to  an  arbitrary  scheme  or  theory 
would  be  utterly  impracticable.  They  must  be  learned  by  imitation  of  fine  models,  and  by  long  self-cultivation  in  the  art 
of  music  and  in  poetry. 

THE   ARIA. 

In  the  aria,  cavatina,  and  romanza,  the  pupil  will  find  abundant  material  for  the  practical  application  of  the  principles 
explained  in  the  foregoing  pages.  The  manner  of  rendering  any  such  piece  depends  first  and  chiefly  upon  its  own 
individual  meaning,  and  secondly,  when  not  an  independent  composition,  but  part  of  some  great  whole,  as  an  opera, 
oratorio  or  cantata,  upon  its  relation  to,  and  situation  in  this  work.  The  style  of  the  latter  and  the  period  in  which 
it  was  composed  must  also  be  taken  into  account,  and  the  aria  rendered  accordingly.  The  tempo  should  be  regarded 
carefully,  as  an  indication  of  the  composer's  intention.  Thus  in  adagio  or  largo  we  find  generally  the  broad  pathetic 
cantilciia  with  its  firmly  sustained  tone  and  dignified  delivery.  Here  all  the  degrees  of  light  and  shade,  of  crescendo 
and  decrescendo,  the  various  modifications  of  timbre  and  all  the  most  exquisite  embellishments  of  song,  are  at  home. 
In  andaiüc  on  the  other  hand,  which  occupies  a  medium  position,  we  have  most  of  the  light,  graceful,  happy  moods  in 
which  all  the  degrees  of  vocal  flourish  {fioritura)  are  allowable.  In  the  allegro  and  especially  the  agitato,  are  the 
elements  of  fire  and  sti-ength,  passion  and  abandon. 

Knowing  and  sympathizing  with  the  general  teinjM  and  its  innate  accent,  the  singer  falls  naturally  and  easily  into 
the  mood  of  the  piece,  and  the  deportment  of  such  embellishments  as  the  grupetto,  trill,  &c.,  will  be  in  spontaneous 
accord  with  the  character  of  the  composition.  Knowing,  too,  the  tenor  of  the  emotion  or  thought  expressed  by  the 
piece,  a  clue  is  had  to  the  appropriate  timbre  to  be  employed,  and  to  the  management  of  the  breath.  A  few  exam- 
ples of  different  manners  are  therefore  appended.  These  are  to  be  found  on  every  hand.  The  operas  of  Rossini 
Bellini,  Donizetti,  Mozart,  &c.,  and  the  oratorios,  especially  those  of  Haydn,  which  are  conceived  with  a  most  intimate 
knowledge  of  the  voice,  offer  opportunity  enough  to  apply  practically  the  principles  explained  above. 

The  study  of  cantilena  and,  in  general,  music  of  the  old  Italian  style,  is  the  best  possible  preparation  for  the  modern 
school  of  declamation.  A  voice  cultivated  only  in  the  latter  school,  becomes  short,  that  is,  loses  sustained  resonance, 
and  the  vocal  chords  refuse  to  develope  any  but  explosive  tone.  A  thorough  study  of  Italian  music  must  precede  the 
declamatory  school. 

*  Composers  of  vocal  music  do  not  regard  sufficiently  the  intimate  metrical  relation  of  text  and  music,  and  most  monstrous  tasks  are  not  seldom  offered  the  singer  who  is 
obliged  in  such  cases  to  torture  words  with  an  accent  utterly  foreign  to  the  language. 
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*  This  Romanza  presents  an  easy  but  most  excellent  opportunity  for  applying  practically  many  of  the  finer  points  of  style  mentioned  above 


Give    me    that  flower,  Give  me     that  flower,         Near  my   fond   heart      I'll    wear   .     .       it  ; 

Dam   -  mi      quel      fior,  dam  -  mi         quel    fior,  Lo      pò  -    se     -   rò  sul      co     -      -      -      re, 


'^f^-ì^y- 


->- 


-4^-- 


zi^^iz 


^ — g — I — ^1 — 0 — I — Ä . — 

orz.  "      i     -e-     >       i     tfi        I 


:|=^= 


animato. 
> 


con  calore. 
> 


smorz 


più  lento. 


Give    me    that  flower  ; 
Dam  -  mi      quel    fior. 


give    me 
dam  -   mi 


that 

quel 


flower, 

fior, 


ni    wear     it        near      my  heart  ; 
Lo         pò    -    se    -     rò  sul     cor; 


Give  me   that 
Dam  -  mi    quel 


flower, 

fior 


jm  dal.  sotto  voce. 

^  I  ì 


::_^_ 


ral    -    -      -     len 


tan 


P 


(i) 


-    do. 


=1-: 


/T\ 


:fc=J=:: 


il] 


give    me     that  flower, 
dam  -  mi       quel     fior. 


Fair       one  !  thou  canst    no    love 
Bel      -     la  !      bel   -   la  !        ma     sen   - 


im  -  part, 
za  a  -  mor. 


'^e  p.  114,  "Accìacaiura.' 
156,  Ex.  A. 


AHI     NON    PENSAR. 


ROMANZA. 


17.5 


BEATEICE  DI  TENDA. 

Andante  sostenuto. 


i 


w 


-tS>- 


Ah! 
Ahi 


4- 


'-^- 


\i-—e- 


V    ^ 


think  no  more  that  pleas     -  ure 
non  pen  -  sar       che      pie     - 


no 


Must 


sia 


BELLINI. 


:p=i= 


-V— i/— ><^ 


be  with  power  u 
nel     pò  -   ter        di  - 


P 


?ffe 


-e- 


^^ 


iz 


? 


-?-^-i 


T 


é 


:^' 


r 


j 


t 


^=é: 


t-^ 


-3-*- 


m 

let 


ted  ; 
to; 


-ö»- 


Where 


r"^- 


-</—^- 


■b — g- 


-BJ-3 

no  love-flame  is  light  -  -  ed, 


-«9- 


\ — ^- 


:JS=ii«i? 


-i/—:^^—^ 


-3-y-i- 


-    za    un  soave    af  -  fet 


to 


Hearts    .     .      on  the  throne  will 
pe    -     -    -     -    na  anche  in  trono  un 


pi: 


!     é 


è      L 

9 


r 


I    d     I 


-o- 


f 


f 


V a W-. 


I- 


^- 


ì:^ 


•^-e— H — I 


=^ 


lan 
co 


0 

guish, 
re, 


lE^ 


:p^* 


:tiSi: 


5Ì*- 


ir-«-" 


gil^E? 


E^E^^zES^ 


If        not  by  love's  flame   light    -  ed,  .  .     Ah  !  . 
senza       un     soa   -     -     -  '  ve  af  -  fet  -     -     to   .    .     .     Ah  I     . 


wea  - 
pe    - 


"7       «" 


-«— F- 


:^r 


:^= 


na 


th- 
in 


=P=+ 


colla  voce. 


^-h 


3EÈ 


«=i: 


176 


r G>- 


throned  .     .    is  the  heart. 


tro 


no  un    cor. 


n\ 


^7Ì=3=EÈ 


t 


iS>- 


'¥ 


S 


m-oA 


à 


^J_^ 


-5-P- 


Tzäzö:5:«g/ 


^J- 


•s?- 


-e-^'à-^- 


-ir 


-&- 


-A— 1— 1- 


;:l: 


/    1/ 


-0^ 


Where  .    .     .    smiles  no  love   con  -  fid 
Do    -        -        -    ve  non  ri  -  de     a  -    mo 


re, 


Days 

gior 


w=v 


-e — W- 


-V— /— ^ 


^j— i/—- L 


glide  not,  calm-ly' 
-   no    non    v'ha     se  - 


i=w: 


11 


-e — 0- 


-&- 


~fr^ 


t^ 


E^ 


f 


-0^- 


f 


-e — \ e- 


-f 


J 


-y-ff — ^ — I — I — — — — 
+f\+ — — 3-*-i  -a — 1- — 


flow 
re 


ing, 
no, 


=^ 


-S»- 


-I 

Life 

non 


— 3- 


-j«^- 


V— i*^ 


_i — I — « — ^. 


■V— y— >^- 


-O-k^-L 


has  no    flow'ret  blow  -  -  ing, 


ha    la     vi-ta    un     fio 
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bring     -      eth. 


Life     has  no  bright  flower  blow  -  ing,  .     .  where  .  .  .     love  .  .  . 
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IN    TERRA    CI    DIVISERO. 


ROMANZA. 


Andante. 
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I'll       not        de  -     -     lay, 
non        tar  -    -  de    -        -    ro 


oh      an 
beU'     an 


gel  bright  ! 
ge     -     lo  ! 


To    join  in       heaven         with 
au  -  nir  -  mi  in      ciel  con 
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(a)     See  Stentato,  p.  157. 
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Oh  !    an   -    -     -     gel     bright,  with  thee   in   heaven,    to  join     with 
bell'      an     -         -    -     ge     -      lo  a  u  -  nir  -  mi  in    ciel,  a  u-nir      mi  in 
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ROMANZA. 


Andante  mosso. 
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heart, 
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Then 
ed 


in     a   knot     she      twined  it,     And 
in      bel    no     -     do  in     -     te  -    sti       li     . 


placed        it     near 
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2.    This  tress,  so  soft  and  golden,  Still  on  my  heart  re  -  po-ses,  Nearme  when  night's  wing  closes,  Near  me  the  live -long 
2.        Que  -  sti      ca-pel  -  li     bru-ni       sem  -  pre  con    me      li     re  -   co       son   nel  -  la      not  -  te      me  -  co  so  -  no  con      me       nel 
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day.     She  passed  away,    and  with  her     flew  hours  of  sweet  e  -  motion.       But   all    my  fond  de  -  vo  -  tion 
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But  all     my  fond  de  -  vo-tion  can  -     - 
ma      I'a  -  mor  mio    cos  -  tan  -  te      con  .     . 
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3.    This  tress,so  soft  and  golden, Thus  near  my  heart  still  lying,  Feels  all  its  grief  and  sighing,     Feels  all  its    joy    and 
3.        Que  -  sti      ca  -  pel  -  li  bru  -  ni       mi      stan-no     qui    sul     co  r   re,      sen  -  to  -  no  il  mio   do    -    lo  -  re  sen  -  to-no  il     mio    pia  - 
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Ah  !  in  this  tress  my  loved  one,Once  more  with  life  is    beaming,      Ah  !    it     is       i   -  -  die  dreaming,  though 
mi      par  chein  que  -  ste     tree  -  ce         I    -   re     -  ne  mia     res    -  pi  -    ri son      so  -  gni     son  de  -   li    -     ri  ma 
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brief,     yet    bright  and   fair, 

so   -     -    no       lu       -     sin  -  ghier, 


Ah  !  it     is     i  -  die  dreaming.  Though      brief,     yet    bright  and     fair, 
son     so  -  gni  son     de  -  11  -    ri      ma     ...      so    -      no        lu  -    -  sin  -  ghier. 
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SE   PEL   RIGOR. 


"  Se  pel  rigor,"  with  its  fine  sostenuto  and  opportunity  for  broad  phrasing,  is  a  sample  aria  for  the  bass  voice. 


LA  JUIVE. 
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Andantino. 
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If   laws  se  -  vere, 
Si    pel      ri    -  gor 


if    per  -  se  -  cu-tion       cause  them  to     hate 
e  la    vi    -  o  -    len  -  za  fi  -    nor      o    -  dio 
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free,  let  love  for-  giv-ing,  my  God, 
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let  pardon  free,  let 
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1=i 


^izp: 


•  See  gnipetio  legato,  page  115,  Example  of  form.  4. 
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1S6  ,  THEORY   OF   THE   SINGING  VOICE. 


RECITATIVE. 


Vocal  recitative  stands  midway  between  singing  and  speaking.  It  may  be  simple  narrative,  or  it  may  depict  with 
all  the  possible  modulations,  accents,  and  modifications  of  timbre,  of  which  the  voice  is  capable,  various  and  contrast- 
ing feelings  and  emotions  natural  to  the  human  heart.  Recitative  may  be  distinguished,  in  general,  into  two 
classes,  the  secco  recitative  or  parlante,  and  the  recitative  stromentata,  or  accompanied.  The  secco  recitative  differs 
from  ordinary  declamation  in  that  it  takes  its  tones  from  the  musical  scale,  and  follows  modulations  which  obey  the 
laws  of  harmony.  Nominally  it  has  a  tempo  and  is  divided  into  measures  like  a  written  melody.  In  reality  it  has 
no  arbitrary  tempo,  nor  are  the  notes  by  which  it  is  expressed  to  be  regarded  other  than  as  indications  of  the  rise 
and  fall  of  the  voice, ^— their  duration,  accent,  pauses,  &c.,  being  wholly  dependent  on  the  text.  The  singer,  therefore, 
while  declaiming  the  words  in  a  singing  Voice,  gives  them  the  accent,  duration,  &c.,  which  they  would  have  if  finely 
declaimed  with  the  speaking  voice,  with  the  liberty  to  prolong,  somewhat,  emphatic  words  which  require  more  than 
ordinary  emphasis.  In  the  secco  recitative  the  pronunciation  approaches  quite  nearly  that  of  common  speech,  and  it 
is  styled  for  this  reason  the  speaking  recitative  (parlante).  It  is  accompanied  by  a  few  low  chords  on  the  organ  or 
piano  (the  old  cembalo),  or  on  the  celli  and  double  basses,  either  broken  or  sustained,  which  serve  to  keep  the  singer 
on  the  key,  in  the  absence  of  any  definite  melody.  We  find  this  kind  of  recitative  in  comic  opera,  where  it  takes 
the  place  of  dialogue,  and  also  in  the  Mozart  operas,  prominently  in  that  of  Don  Giovanni.  It  demands  extraor- 
dinary volubility  and  care  of  pronunciation. 

In  the  obligato  or  accompanied  recitative  which  is  provided  with  orchestral  accompaniment,  we  no  longer  have 
to  do  with  rapid  speaking,  but  with  a  dignified  declamation.  Such  are  the  recitatives  of  most  of  the  serious  operas, 
of  oratorios  and  the  like,  which  are  often  provided  with  very  descriptive  accompanimetits  that  sometimes  interrupt 
the  recitative  with  interludes  more  or  less  short.  But  even  here,  the  very  nature  of  recitative,  namely  the  declama- 
tion of  rapidly  varying  and  contrasting  thoughts  and  feelings,  makes  any  arbitrary  key  or  tempo  almost  impossible. 
The  same  recitative  often  modulates  rapidly  through  the  various  keys  pursuing  the  sense  of  the  text  which  it  vivifies 
with  orchestral  coloring. 

As  to  the  degree  of  rapidity  with  which  a  recitative  should  be  spoken,  there  can  be  but  one  guide,  namely,  its 
meaning  and  its  situation  relative  to  the  context.  The  defects  and  abuses  commonly  heard  in  recitative  are  not 
only  innumerable  but  insufferable,  and  nowhere  in  the  whole  range  of  vocal  music  can  there  be  found  so  much  unin- 
telligible rendering  as  here.  This  must  be  ascribed  not  merely  to  an  imperfect  vocal  method,  but  in  the  main  to 
the  utterly  thoughtless  manner  in  which  singers  approach  such  work.  He  who  wishes  to  interpret  a  recitative  with 
truth  and  dignity,  must  before  all  things  understand  its  meaning,  and  be  able  to  declaim  the  words  with  elegance  as 
to  pronunciation  and  inflection.  Moreover,  in  recitative  the  singer  is  thrown  upon  his  own  resources.  For  the  tempo, 
rhythm,  and  accent  he  alone  is  responsible.  The  principal  object  must  always  be  correct  and  sensible  declamation. 
Should  the  composer*  have  been  careless  in  this  regard — of  not  unfrequent  occurrence — it  devolves  upon  the  singer 
to  alter    intelligently  such  places  at  will,  and  to  sing  the  words  with  their  natural  accent. 

To  preserve  the  declamation  from  monotony,  there  are  also  certain  liberties  which  the  singer  must  take  with  the 
notation  of  the  recitative.  Thus  it  is  established  that  the  two  final  notes  of  a  cadence  shall  not  indicate  the  same 
pitch  ;  not  always  necessary  in  secco  recitative,  but  to  be  strictly  observed  in  accompanied  recitative. 

*  He  who  composes  a  recitative  without  having  first  declaimed  it  correctly,  cannot  but  write  a  bad  one. 
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The  rule  is  to  make  the  first  of  the  two  notes  the  appoggiatura  of  the  second    (see  appoggiatura,  p.  114),  placing  it 
a  major  or  minor  second  above  or  below  the  second  note,  this  being  determined  by  the  context. 


MOSES  IN  EGYPT, 


EOSSINL 


Thus; 


EXAMPLE  A. 


ÜEfeEfef: 


-0-T- 


5: 


=l|=1^i 


Written  : 


Might-y      God         of       the  He  -  brews. 


a!Ei^?^?=É=^ 


t--- 


-t? 


Executed: 


Where  an  accented  word  or  syllable  falls  upon  the  first  of  two  or  more  notes  on  the  same   pitch,  the  uppoggiaiura 
may  assume  the  pitch  of  the  note  preceding; 


Thus: 


EXAMPLE    B. 


Agaths. 


DER  FREISCHÜTZ. 


VON  WEBER 


I^Eeì 


--■^-' 


.A^zjÈìiàz 


Written  ; 


Calm       slum  -  ber  brought  each  mor-rqw. 
X 


Executed  : 

This  form  of  the  appoggiatura  is  also  often  at  the  close  of  a  recitative 


The  appoggiaiura  may  be  employed  with  fine  effect  in  the  middle  of  a  phrase  when  between  several  notes  of  the 
same  pitcL 


In  ascending    or  descending  intervals  of  the  third,  the  note   lying  between   is  often   added,  especially  where  the 
recitative  is  of  the  graceful  order. 


CREATION. 


HATDN. 


Thus: 


EXAMPLE  C. 


%é 


— I- 


Written  : 

And   the     fruit  -  tree  yield  -  ing 


fruit. 


Ji 


?•- 


:=«: 


5=1 


Executed  : 

In  recitatives  belonging  to  works  of  the  Italian  bravura  school,  in  Rossini,  Donizetti,  and  others,  there  are  jnany 
embellishments  which  the  singer  can  employ  with  efiect,  long  cadenzas,  &c.,  being  often  thrown  in  at  the  close  of  the 
recitative. 

The  tempo  of  the  recitative  depends  upon  the  text,  but  it  is  a  safe  rule  to  observe  generally  a  medium  degree  of 
tempo,  retarding  or  accelerating  -according  to  the  spirit  of  the  words.  The  rests  which  are  found  in  recitative  are  to 
be  passed  over  as  not  existing,  when  the  sense  of  the  sentence  to  be  declaimed  is  better  interpreted  by  so  doing. 
On  the  other  hand  pauses  may  be  made  that  are  not  written,  for  a  like  reason. 

A  recitative  should  begin  after  the  orchestra  has  ceased,  that  the  voice  may  stand  out  prominently  and  the  words 
be  perfectly  intelligible.     The  final  orchestral  chords  of  a  recitative  follow  the  voice,  even  when  written  directly  under  it. 

When  the  accompanied  recitative  has  a  melody  which  moves  in  strict  tempo,  it  is  called  arioso,  and  follows  the 
laws  of  the  aria.     It  is  generally  denoted  by  the  word  arioso,  or  by  an  andante,  or  other  sign  of  tempo. 
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DORMI,    DORMI. 


DONIZETTI. 


Recitative. 
(SOPRANO  OR  TENOR)  a  piacere. 


i 


— ^- 


*a 


-\t 


-»-5-5-*- 


±1: 


-/- 


> 


/rs 


— \ — ^- 


=i^=i?^ 


--^- 


IBI 


:^ 


-e 


( 


I 


slum  -  ber,  ah!  slumber,  and  let  thine  eyes  now  closing, 
dor    -  mi      si     dor  -  mi       e         la     pu  -  pilla     as  -  co  -   sa 

-> 


be  raised  to  heaven,in  rapt  and  peaceful     si  -   lence. 
si      vol  -   ga  al   ciel    si    -  lei  -   zi   -  o   -    sa  -     men      -     te. 


:ì=:^=::ì 


ÜEÖ 


32 

— H 


rez:. 


-(5i-\ 


is: 


-ö»- 


#- 


tfi- 


mi 


/T\ 


^m 


Larghetto,     legato. 


± 


-K-5-5— r 


-h 


=^?- 


t: 


ié 


nij}    Slumber, 
Dor    -    mi, 


dar 
dor 


ling! 
•     mi, 


for  eher  -  ubs 
i     che    -     ru 


shin  -  ing    Round    thy 
bi    -     ni  a  te 


head 
scher     -  za 


pg      g      g        g  ^ 


-if-S-^- 


— T — a- 


«^  «^         -^ 


-a- 


% 


p 


•;    U    «y 


f  /  7 


•  •? 


(a)     Compare  with  p.  115,  Ex.  of  Form  3,  and  its  rule,  p.  116. 


-^- 


7    >    ^  3^:  •/    ^    ? 
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e: 


^=:ì=Pì^^ 


-è 


:-v_-^p: 


-t- 


# 


winging,      And       with  crim  -  son       lips       com  -  bin  -  ing,      Sooth.  -  ing 


can  -     to  i  lor       lab    -    bri,         por    -       pò     -    ri     -    ni         stanno        a    - 


song  -  lets    to  thee     are 
per     -     ti       a     dol     -    ce 


*=2=z«:r5z=tz?-;«-3--S— *?-- S- 


=?-*-r  ' — j — ' — ^— 7— »— t— i-r?— ^— ?— f  — ?— •— ^? — a- 


9 


T 


? 


r 


-?■ 


ar 


^- 


t:-iE=2£^=^oi3Ei 


-^-5-^ 


-"f-^-n-"- 


V 


V 


"^ 


# 


-é—n—é- 


J!|*^=^=p: 


-»—«—•- 


sing  -  ing,    Deem  -  ing       thee       a        spir  -    it       stray  -  ing     From     the       realms     of     bliss       en  - 
can   -    to  u     -      no  spir     -    to        t'han       ere    -      du     -    to  dal     -      le  sfe    -     re         qui  ca     - 


%-- 


F?^ 


d — ■• 


U- 


chan  -  ting.       To       the     cho  -  rus  where  thou      art     want  -  ing,       They    would    lead    thee       back    to 
du     -    to  ed  al  co     -    ro  a       cui  tu         man  -    chi  ri       -     con    -     dur  -    ti  vonno    in 

>  > 


%---=W- 


-N" 


-^-^ N- 


xr 


-a- 


a N- 


--A- 


-0- 


3=1: 


--f- 


±-^ 


.  u        é é é é 

t=vT»~n~       g  g  g g 


zäz 


z^z-^-^    •/  -,-  ?->^-?-h= 


-g- 


fi-« ^: 


■s— iN- 


I 

-g- 


ì-f- 


:2-:^z- 


-«' 


-^-5-?- 


-p- 
1/ 


-^ 


-9- 


1? 


I- 


eres. 


■i^-ffh — I- 


g^z« 


fijJzfi^zü::: 


->^ — g 


:p=Ì^ 


_- 9-yü(Z g__- 

_■! 1 1 L^ — m. 


-?- 


t= 


± 


-i*^- 


->^=1/-I 


Heaven, 
cìel 


To         the     cho  -  rus  where  thou      art  wanting,They  would  lead  thee  back  to  Heaven,Ah  !  yes,my 
ed  al  co     -     ro  a      cui  tui         man-chi      ri  -    con  -  dur  -  ti    vonno   in        ciel  si      fìg  -  lio 


33 


-^^- 


u_u è jà 

rt«g-fl g  è 

3=!ii- f — ■ 


T 


_^_/_^___^_^._^_ 


-jr 


-g- 


-g- 


— I  ■ 


— 1=^=i- 


r 


?-h^ 


?3=^S 


:^|: 


//?  if  ^= 
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rail. 


tu     ^^^  — ^  a  piacere.     ■> 


darlingjthey  would  lead  thee  back  to  heav'n'.Then  softly  slumber,my  treasur'd  darling,aiil  slumber  darling,and  to  peaceful  rest  re- 
mi  -  o    ri  -  con-dur  -  ti  vonno  in   Ciel         ah   dor-mi,     dor  -     mi     o     fl  -  glio     mio         ah    dor  -  mi   il  sonno  del-la     pa  -  ce   fi  -  elio 


w 


rail. 


§5S 


* 


-^=^i 


If 


^j_5_|_^|zj|^ 


a  piacere. 


P: 


?=^^=^t=  -f-p-^>^=^t 


«  primo  tempo 


._+f_=t;n:.p:zt_r — p^j 


t^: 


:tó 


sign    thee,  Slumber,  darling  !  eye-lids    wea  -  rj,    clos  -  es 
mi  -  o       dor  -    -    mi      dor  -  mi     gl'oc  -   chi      stan   -  chi     covra      il 


sleep  with  her     soft         veil, 
son  -    no      col       sue  vel 


ah! 


'^itf 


■9±% 


/^ 


_aN  _,^  _,s  _«'» 

J       g       ^       g" 


-«"      -«"      -«"      -«"       -S-       S- 


^1^ 


*._5_^: 


/J 


5-J-^-L=?-^^i 


? 


:^/-t: 


-^ 


r 


? 


:-7-J-7: 


.^_#_^.-C__^_Ä_^__^j_^_l 


? 


T 


Ä_>- 


:^: 


> 


fefL¥^Si-|^ 


-""■^ 


Slum-ber  !     slumber  !     ah  I 
dor  -  mi  dor  -  mi  a     . 


eres. 


'-^=Jé- 


■^-^ 


t^zfz 


ài 


-*- 


"5 


w^. 


^     «^     ^     i"    -i"   -èj^-    '^i-    -«^   ^J^  -f-   ^- 

.ff-     é         é         0 — — a~' a m        ^         g~  ~     a         *        a       m'  z. 


z=7-5-^^izr7-5-7-E=7-?-7:z=7-5-7- 


-5-S  7_7-g-^- 


_5__|_5_j 


_^ 


", — r— g — r— tf— 7—»,— r-T-»— ?- 
:»zizze^iz:azzzii~t:z3izi 

7=^g  7 7-g^=7=£^=^ 


*f    à    7~-g,- 


? 


T 


-?- 


-^- 


-?- 


-^- 


? 


:7-?-7^i 


Calando. 


.3« 


:7-;-7- 


:7-5-7- 


-7-=S:z7£S-7^-7^-r7-S-7-S-'?--S--'f-S-r7-S-7-Sz:7z:?-7-S=r*-7- 


9 


-r 


r7-^-7-- 


zz7-^-7-iir7-^¥=E=7-=-:7-:^=7=p7=E 


-r 


A7-j7--->7-J^7' 
i-    -5^    ^- 


:i] 
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Tancredi. 
Moderato,  ^m^ 


(CONTRALTO.) 


(a) 


wm-- 


± 


/r\ 


Tu   cheaccendì 
Thou  who  light  -  est 


^^' 


~T 


-msM 


f  -0-  -&' 


é 


-^- 


questo     co  -     -  re  Tu  che  des  -  ti 

my  de    -  vo  -      -  tions,  Thou     who  giv'st  me 


i 


^^ 


ifcij: 


'± 


:^=:::=| 


P' 


-a-    -*- 


^ìipMz^i=i=ht 


zizt: 


:|=;4 


4^=^-4 


— eai- 


W 


EOSSINI. 


Ì^^3= 


■e — 0- 


il      va  -  lor 
both  strength  and 


s 


r 


\ 


:L.öi?=*:f:^: 


^-■55 


lÉzn 


:iizt:*zz 


SI    - 
cour 


■  O 
age, 


cada  un  em  - 
Let  the     trai     ■ 


-     pio  tra 
-     tor    be 


^ 


-V — ^- 


3^: 


3Éz:l 


e — 0- 


^^■ 


-\-- 


di  -    to  -  re      co  -  -  ro  -  -  na-teil  mio  va  -  lor 
con  -    found-ed,      ali         my     deeds  with  glo  -  ry     crown. 


kririM— l — idsaU— ^ a 


t    J: 


^  • 9    — *      a— ip- 


(a)  See  page  187,  Example  A. 


-ß- 

:g: 


l==!=^-tì=^ 


■H-4 


-0-0^0-0 


-d J- 


/TN 


/ 


.5T?_ 


■#-       -0- 


Moderato. 


i 


atì: 


Moderato. 
-e-         -0-  -0 


-  Yò'\=^'s--0X-ppPit- 


L-P-L. 


^^f 
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-Tv- 


^ 


:s**^i, 


B *- 


3  3 


Di        tan  -  ti       pal  -  pi  -  ti  e  tan  -  te         pe  -  ne, 

For  all     the       paius       I      bear,  tri  -       -  als      and  sor  -  rows  ; 


r^: 


:ia 


i^ 


i 


-*?— ■ 


-s>- 


:ffii£i^3jSi3;e^3ia 


-V— \ 


:i=zs:zÉz 


dol  -  ce  mio 
My  heart  still 


:^: 


-e-    -e 


-<s- 


zd-^- 


zä~ 


b±E=lz: 


— \-'^ — ^-■^- 


È 


S 


^ 


H 


::]i:z± 


be  -    -  ne       spe  -  -  ro  mer  -    ce  : 
bor     -    rows       fresh       hopes  from      thee. 


-Ö'- 


-/-^ 


t-^ 


mi    ri 
Soon  re 


dra  -  i      ti      ri  -  ve  -  drò 
ni  -  ted,     no    more  to      part. 


-iS- 


-6>- 


_fl_.. 


üEr=!= 


-y- 


2::iÉz^ 


/=i=q: 


-^- 


i^ e^ 


;=s^ 


— ^S^tì- 


(2- 


:s= 


:^ 


:5r 


tz*; 


^=7;zJ2É: 


^i^: 


:flizÉ: 


-)?S-ai- 


53:?^fE5^:=3 


ti    ri  -  ve  -  drò 
no  more  to     part. 


■^*: 


nei  tuoi  bei    ra     -         -  i  mi 

Thine  eyes  love  -  light    -       -    ed,  shall 


■g= 


-0- 


Ui3E.Ì: 


-^--^- 


-M 


g 


tZ5 


'ì- 


-gì- 


->^ 


l-H-H-H- 


I2SI 


pa 
feed 


see  -  ro 
my  heart. 


# 


i^- 


H S- 


i^izäi 


o       ca  - 
0  !    hours 


ri     mo 
dear  -  ly 

vy-ff- y-9-    ye-  y- 


-0-    -e-  ^^  -^  •  -^-      -e-    -a-      -q-  bss^^  1^5 


-^-    -Ö- 


t?«— ?- 


-Ì2?I 


>^ 


it 


-^ 


-«»- -ff 


'^^ 


]«x^- 


=^- 


—I — s — ^- 
-e      7 — a- 


=?• 


-e- 


:5=1zé: 


-=?=^EEt 


is: 


«j^- 

t}*- 


ca  -  ri 
hours  dear 


mo 


men  -  ti, 
treasured  ! 


O 
O! 


Ù»-.  /:»:  /:»:  l  it. Wzp  I  -£:  J-  ;*;  L  : 


SifÈtì^=3 


^ 


f-t:^zf=^=f.fEgjj'=f=grg_F,f:|=^f:ri^=^=f: 


t: 


f:f:^if:=?=f:?=fi;: 


-ÈV-f^ 


:pit: 


rcip: 


ere*-, 
-S-     -9-  L     -•■ 


-9- 


-h 


■i — I-  -I — 


-bi 


-r-h- 


É>-       -©-  -ff\-      -0-  -0-       -0- 


ZIltl'IVt-jT 


(a)  Compare  with  page  114.  Appotjgiaiura. 


193 


-\- 


^e^^3j^^^^^ 


5=ff: 


-g-g-g^- 


dol  -  ci 
rap  -  ture 


con  -     ten     -    ti. 
an    -    meas    -    ured! 


sa  - 
ah! 


-   rà    fe  -     li  -      -  ce 

Bliss     shall   en     -     fold  me, 


il 

this 


cor      mei 
heart       hath 


fc         ^  ^  ^ 


/TN 


il      mio  des  -  ti  -  no 

My       fato      u  -   ni   -  ted 


I I IN 


* 


S — ^-T 


fen- 


VI    -         Cl  - 
with         thine 


no         a  te 

e'er       shall  be, 


mi      n   -   ve 
Soon      re    -    u  - 


^^= 


-N— ^- 


:c=5d 


■s — ^ 


-jä- 


11=2: 


ai— ^- 


fe^ 


-<&- 


-V— V 


dra  -  i      ti        ri  -  ve   -  drò 
ni  -  ted,     no      more     to     part, 


ti      ri  -  ve  -  di'ò,       né  tuoi  bei  ra  - 
no      more    to     part,         thine  eyes,  love  -  light 


n-^- 


-3=: 


r-^ 


a- 


2- 


:t= 


fe^ 


VzX^A^ 


:lr 


- 1 

ed 


:!?*: 


-&>H- 


-e^ 


^-T- 


mi  pas  -  ce  -     ro 

shall  feed       my         heart, 


0 

Mi    ri  -  ve  dra  -     -    i  ti       ri  -     ve   -    drò 

soon     re  -  u         -         ni  -         -    ted,       no      more       to  part, 


nei  tuoi     bei 
thine  eyes,    love 


--K- 


Iff: 


'-^ 

-0- 

[a)  See  remarks  on  "  The  Cadenza,"  page  195. 


r 
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ra     -     1 
light  -    ed, 


i 


+=h;=s=J: 


— ^- 


mi    pa  -  see  -  ro, 
shall   feed   my  heart, 


^.E; 


:©_ 


-^- 


_..__g_ 


9= 


I« 


=f=*=?±^ 


:!?«: 


^ä= 


mi     ri  -  ve  -  dia  -  i, 
Soon   re  -   u    -    ni  -   ted, 


ti 

110 


il 


-<S- 


-9—^ 


ri     - 
more 


ve 

to 


drò, 
part, 


::=i: 


--^'- 


^^Ei^; 


né  tuoi  bei 
thine  eyes,  love- 


:p=^=:»: 


I     I 


Ay- 


ra     -    1, 
light  -    ed. 


N-r 


ZIUZLSZUSL 


-H — H  -a— »-a-^^^ — — 


mi    pa  -  see  -  ro,       .      ...     si pa  - 

shall  feed    my      heart,  ah  !     ...     .     yes,   shall     ....         feed 


ß pze I g A  - 


::-2: 


■■^- 


— o- 


:1- 


T— N- 


sce 
my 


^ 


-O- 


Ö  ' 


:5ii:a 


ro.   mi 
heart,     . 


pa  . 
shall 


-0- 


^ 


=r 


195 


-J^- 


a 


heart, 


mi 

ShaU 


pa     -   see   -    -    rü        mi         pa 
feed         my  heart,      my  heart, 


see  - 
my 


(a)  See  Mordent  TriU,  pp,  128  &  129. 


&~ 


.,-' 


THE   CADENZA. 

In  compositions  of  the  old  school,  the  fermato  sign  ^^,  placed  over  one  of  the  last  notes  of  a  period,  (See  note 
(a)  on  p.  196,)  offers  the  artist  opportunity  to  introduce  a  series  of  runs,  trills,  and  the  like,  adapted  by  a  composer 
of  acknowledged  merit,  to  the  voice  of  the  executant.  Though  peculiar  to  the  old  school,  the  custom  is  still  retained 
in  many  modern  compositions.  The  fermato  denotes  also  a  mere  pause,  or  a  ritenuto,  and  not  necessarily  a  cadenza, 
but  this  can  be  easily  determined  from  the  musical  context.  In  most  instances  the  composer  gives  a  sketch  of 
the  cadenza,  leaving  it  to  be  completed  in  the  manner  best  adapted  to  the  accomplishments  of  the  singer.  The 
cadenza  is  an  epilogue,  as  it  were,  of  the  composition,  and  serves  as  a  resolution  into  the  original  key  and  theme, 
or   other   new  movement  of  the  piece,  or  as  a  conclusion.     It  must  be  executed  in  one  breath. 

When  occurring  in  the  middle  of  a  composition,  it  consists  perhaps  of  a  few  notes  only,  forming  a  simple  progi'es- 
sion  over  the  chord  of  the  dominant — found  often  in  the  Mozart  operas.  But  it  is  mostly  at  the  close  of  the  ana 
that  the  artist  has  freest  scope  to  indulge  in  bravura  displays,  and  develop  the  utmost  virtuosity,  during  a  pause  of 
the  orchestra.  The  character  of  the  cadenza  depends  upon  that  of  the  composition  in  which  it  occurs.  Besides  a 
perfectly  correct  ear,  great  technique  is  requisite  to  the  fine  performance  of  this  vocal  flourish  in  its  completer  form. 
Such  are  a  thorough  command  of  vocal  embellishments,  and  the  art  of  sustaining  and  distributing  the  breath  so  as 
to  execute  the  cadenza  with  symmetrical  proportions  from  beginning  to  end,  without  being  obliged  to  inhale  a  second 
time,  all  of  which  demands  much  culture  and  a  mature  judgment  The  cadenza  occurs  also  in  some  recitatives  of  the 
hravura  school.     (Compare  for  example  with  the  recitative  of  the  Polacca  "  Oh  liwe  dì  quesf  anima"  by  Donizetti. 
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THE    MODERN   SCHOOL    OF   DECLAMATION. 

It  is  not  the  object  of  a  vocal  Method  to  trace  the  history  of  song  in  its  changes  from  the  period  of  bravura 
writing  to  the  present  declamatory  school.  Suffice  it  here  that  the  two  schools  exist,  and  with  avowedly  different 
ends,  and  different  means  for  obtaining  them. 

Formerly  the  text  of  a  libretto  was  the  vehicle  for  vocal  display.  The  modern  school  of  declamation  demands 
that  the  vocal  interpretation  of  the  word-poem  shall  be  as  concise  as  possible.  In  other  words,  the  present  style 
of  vocal  writing  chooses  to  have  the  text  declaimed,  a  syllable  being  limited,  as  a  rule,  to  a  single  note,  while  the 
florid  school  often  requires  vocalization  to  great  length  upon  a  single  syllable. 

The  most  noted  exponent  of  the  Italian  declamatory  school  to-day  is  Verdi,  but  as  his  compositions  are  thoroughly 
imbued  with  the  Italian  spirit,  they  need  no  explanation  here,  additional  to  that  already   given. 

It  is  of  the  purer  form  of  the  declamatory  school,  that  we  would  now  speak.  This  is  to  be  found  in  perfection 
among  the  Germans  only,  and  of  these  the  best  representatives  are  Schubert  in  his  dramatic  "  Erlking,"  in  the  songs 
of  the  "  Winterreise,"  and  a  few  others;  Schumann,  Kob.  Franz,  Liszt,  and  Richard  Wagner.  The  solution  to  these 
compositions  is  found  without  exception  in  the  text  The  music  of  the  song  grows  out  of  the  words,  and  thus 
stands  in  the  most  intimate  relation  to  them.  The  natural  rhythm  and  accent  of  the  woids  are  reproduced  in  the 
rhythm  and  accent  of  the  music.  The  song  is  therefore  a  species  of  musical  oratory,  a  kind  of  arioso  recitative,  and 
involves  the  steady  employment  of  declamation.  This  declamation  must  be  of  the  freest,  yet  most  exquisite  kind. 
The  rapidly  varying  thoughts  of  the  text  should  find  an  immediate  counterpart  in  all  those  more  finished  forms  of 
expression  already  described,  and  which  obey  the  dictates  only  of  a  poetical  nature.  Voice  and  accompaniment  must 
blend  into  a  perfect  unity  of  rendering,  whose  effect  is  then,  and  then  only,  that  of  a  poem  painted  in  suggestive 
music. 

There  is  no  safer  method  of  preparation  for  modern  declamation  than  the  pure  Italian  school;  for  in  the  latter 
only  can  the  singer  obtain  that  power  to  sustain  tone  without  fatigue,  that  control  of  the  respiratory  muscles,  of  the 
numberless  modifications  of  timbre,  and  of  an  elegant  pronunciation  which  an  artistic  interpretation  of  the  modern 
school  requires. 

(a.)  A  melody,  to  be  round  and  perfect,  must  have  a  rhythmical  and  tonical  chief  note  for  the  beginning  and  end,  and  we  experience  an  unsatisfactory  feeling  when  either  end  of 
the  melody  falls  upon  an  unaccented  beat  of  the  measure.  A  complete  composition  is  formed  of  an  indefinite  number  of  complete  Periods,  each  of  which  consists  of  two  perfect 
phrases.  The  first  phrase  consists  in  general  of  the  tone  formation,  which,  beginning  with  a  rhythmical  and  tonical  chief  note  rises  in  pitch  and  rhythm  towards  the  tonic  of  a 
higher  octave,  marking  this  point  by  a  rhythmical  pause.  The  second  phrase  consists  in  general,  of  the  tone  formation  which  begins  at  the  point  of  rhythmical  pause,  just 
described,  and  returns  to  the  repose  of  the  first  tone,  forming  the  reversed  counterpart  or  antithesis  of  the  first  phrase  which  is  called  the  thesis.*  The  phrase  may  have  also 
subordinate  phrases  in  the  numberless  modifications  arising  from  the  gradations  of  rhythm  and  melody,  all  of  which  can  be  learned  more  practically  from  oral  instruction. 

*  See  Marx's  Musical  Composition. 
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1st  phrase. 


2d  phrase. 


Come  un  -  to     him,   all    ye  that  la  -  bor.  Come  un  -  to  him,ye  that   are    heav-y  la  -  den,And  he  will  give  you  rest. 
•  Section.  i        I       Section.  \  :  Section.  :      :  Section.  :        :  Section.  • 
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Allegretto  vivace. 
P  leggiero. 
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Thro'   the   wheat  and  the  corn,Thro'  the   hedge    and     the  thorn,  Thro'   the       flow  -  ers     and  grass, 
Zwis  -  chen      Wei  -  zen  und   Korn,  Zwischen       He  -  cken      und     Dorn,     Zwis  -  eben      Blu  -  men      und      Grass, 

^  I    ^ 


Where  goes  dar  -  hng  ? 
Wo    geht's  Lieb  -  chen  ? 


Teil      me,  pray 

Sag'       mir      das. 
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Found    my    trea  -  sure  not      at    home, 

Fand       mein    Hold  -  chen  nicht       da   -  heim  ; 


'Mong     the    flow'rs  per  -  chance      doth     roam, 
Muss        das         Grold  -  chen,         draus    -    sen         sein. 
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Blos   -   soms     fair 

Grünt        und  blu 


the 

bet 


-?f-^ 


È 


^ 


— ^^^ — ^-\- 


:a: 


sun     -  ny      May  ; 
schön        der         Mai  ; 


Dar  -  ling     wan  -  ders       all      the     day, 
Lieb    -   chen       zie     -  het         froh         und       freL 
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sotto  voce. 


u  Vt    poco  rtien. 


mid  the  soft  grass, 
erst  -  en    im     Gras, 


See   I  something? 
Seh'  ich    et  -  was  ! 


Does    she   pass  ?  g.  i  o. 

Ist  sie«      d^S  ? -Goethe. 


a  tempo. 


Peel.   * 
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Iloderato. 
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Elsa,     freely  declaimed. 
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that    thy    heart    could  know    the     treasure, 
Aerm  -  ste       kannst   wohl     nie  er     -  mes  -  sen, 


Of 


wie 


;1=J= 


'S»- 


:4?z=I 


colla  parte. 


.Sile^ 


^. 


Fed. 


ril. 


± 


^-i. 


love  that  knows  not 
zwei  -  fei  -  los       mein 


fear  .  . 
Her  - 


or  doubt  ! 
ze      liebt  ? 
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child    of    earth 
hast    wohl      nie 


that 
das 


bliss 
glück 


can      measui-e,  Who 
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doth    not    dwell     in         faith  de  -    vout, 

sich      uns      nur        durch       glau    -     -    ben        giebt? 

/TV 


Rest  thee  with    me  ! 

Kehr'  bei     mir      ein! 
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Lass' 


let  •  me     teach     thee 
mich    dich        leh    -    ren 


how 
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trust 
süss 
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and     love  ! 
ster     Treu  ! 


rallentando  poco  a  poco. 
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our       faith   di  -  vine,     our    faith      di  -  vine,       for      God 
es         giebt    ein    Glück,      es       giebt       ein      Glück,      das 
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VOCABULARY   OF   ITALIAN    WORDS  USKD  IN   THIS    VOLUME. 


ADAGIO,  very  slow. 

ADAGIO  MOSSO,  a  little  faster  than  Adagio. 

ADAGIO  E  CON  TEMPO   SEMPRE   BATTUTO,  slow  and  with 

the  tempo  always  beaten. 

ALLEGRO,  quick. 

ALLEGRO  (ALLO.)  MODERATO,  moderately  quick. 

ALLEGRETTO,  quicker  than  Andante,  not  so  quick  as  Allegro. 

ALLEGRETTO  CON  GRAZIA,  quite  lively,  but  graceful. 

ALLEGRETTO   VIVACE,  quite  lively  and  animated. 

ANDANTE,  slow  and  distinct. 

ANDANTINO,  somewhat  faster  than  Andante. 

ANDANTE  MOSSO,  a  little  faster  than  Andante. 

ANDANTE  CON  MOTO,  a  little  faster  than  Andante. 

ANDANTE  GRAZIOSO,  slow  and  graceful. 

ALLARGANDO  (ALLARG.),  broadening  the  tempo  and  style. 

ANIMATO,  with  animation. 

AGITATO,  agitated  and  rapid. 

A  PIACERE,  at  pleasure. 

A  TEMPO,  in  time. 

ARIOSO,  in  the  style  of  the  Aria. 

AGILITÀ,  see  page  55. 

ACCIACATURA,   . 
APPOGGIATURA,  i  ^^'^  P^'Se  114. 

BASSO  CANTANTE,  . 

BASSO  PROFONDO,  [  ^"'^  P'^Se  20. 

CALANDO,  gradually  disniuishing  the  time  and  strength  of  tone. 

COLLA  VOCE,  following  the  voice  in  regard  to  time. 

COL  CANTO,  vid.  Colla  Voce. 

CON  ANIMA,  with  animation. 

CON  CALORE,  with  warmth. 

CON  ELEGANZA,  with  elegance. 

CON  GRAZIA,  gracefully. 

CON  MOLTA  ESPRESSIONE,  with  much  expression. 

CRESCENDO,  swelling  or  increasing  the  power. 

DECRESCENDO,  decreasing  the  power. 

DOLCE,  sweet. 

DOLCE  E  LEGATO,  sweet,  and  holding  each  note  until  the  next  is 

struck  ;  close,  smooth,  graceful. 
DICISO,  with  decision. 

DIMINUENDO  (DIM.),  lessening  the  power. 
FALSETTO,  see  pages  17  &  18. 
FERMATO   pause  or  hold. 
FINE,  the  end. 
FORTE,  loud. 
LARGO,  slow  and  solemn. 
LARGHETTO,  not  quite  so  slow  as  Largo, 


LEGATO,  holding   each  note  until   the  next  is  struck  ;  close,  smooth, 

graceful. 
LEGGIERO,  lightly  and  gently. 
LENTO,  somewhat  slow. 
MAESTOSO,  with  dignity,  majestically. 
MARCATO,  -J 

MARTELLATO,  \  "^^  P'^^''  IM- 
MESSA DI  VOCE,  see  pages  146-149. 
MEZZA  VOCE,  with  delicate,  moderate  strength  of  tone. 
MEZZO  CONTRALTO,  see  page  19. 
MEZZO    GRUPETTO,  see  page  114. 
MEZZO  PETTO,  see  pages  11  and  19. 
MEZZO  RESPIRO,  half  breath. 
MEZZO  SOPRANO,  see  page  19. 
MOLTO   LEGATO   E    SOSTENUTO  (see   Legato),   very  smooth 

and  well  sustained. 
MOLTO  SOSTENUTO,  very  sustained. 
MOLTO  TRANQUILLO,  very  quietly. 
OPPURE,  or  else. 

PARLANTE,  speaking  ;  in  a  declamatory  style. 
PIANO,  soft. 
PIANISSIMO,  very  soft. 
PIU,  more  (as  più  forte,  louder.) 
POCO  A  POCO,  by  degrees. 
PORTAMENTO,  see  page  156. 

PREPARAZIONE  A  PIACERE,  preparation  at  pìeMufè. 
PRESSEZ,  quicker.     (Fr.) 

RALLENTANDO  (RALL.)  gradually  diminishing  the  time. 
RITARDANDO  (RITARD.),  slackening  the  time. 
RITENUTO  (RITEN.),  holding  back  the  tem-po. 
SEMPRE,  always. 
SLANCIATO,  see  page  116. 

SLARGANDO  IL  TEMPO,  slackening  or  broadening  the  tempo. 
SMORZANDO  (SMORZ.),  delicately  diminishing  the  strength  of  the 

tone. 
STACCATO,  ^ 
STENTATO,  |  ^®®  P^^®  ^^''• 
STRASCINANDO,  see  page  156. 
STRINGENDO,  hurrying,  contracting  the  tempo. 
TEMPO,  time  ;  the  degree  of  movement. 
TEMPO  MODERATO,  with  moderate  degree  of  rapidity. 
TEMPO  PRIMO,  original  time. 
TEMPO  RUBATO,  see  page  67,  note  (a). 

TENOR  DI  GRAZIA,) 

y  see  page  20. 
TENOR  DI  FORZA,    )        ^  * 

VIBRATO,  with  strong,  energetic  quality  of  tone. 
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